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FOREWORD 

By Dr. James H. Cousins, D. Litt 

In this treatise on the canons of Indian art and 
the assthetical principles on which they were founded, 
Professor Bose adds to the debt of gratitude, already 
considerable, which students of human culture owe 
him for his painstaking researches in regions not ordi- 
narily accessible, and for making them available to 
the general reader. 

It is true that all authentic creative art springs 
from inner impulses beyond the touch of tradition. 
But it is equally true that the moment suchan impulse 
is put into expression, it is inevitably connected with 
matters of method, materials and environment which 
pass along from aitist to artist and from age to age 
certain distinctive qualities that make their own 
history of racial and national peculiarity of art-expres- 
sion. Geographical and climatic conditions impart 
certain continuing elements. Political circumstances 
introduce modifications. But behind external cir- 
cumstances, and woncing through them, is the funda- 
mental conception as to the nature of the universe 
and the relation of humanity to that universe which 
produces the general attitude to life and art. Where 
a cultural tradition has not suffered, a complete break, 
such as Egypt, Greece and Italy have suffered, but is 
continuous, as in the case of India, the lapse of time 
puts little or no psychological distance between past 
and present. The thougts and feelings that moved 
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the ancients to creative expression are potent in the 
moderns. Time brings its elaborations and sophisti- 
cations, in externals, but leaves the foundations of 
inner life unmoved. 

There is, therefore, a double value in a work such 
as that which Professor Bose has here undertaken. To 
scientific scholarship it presents gifts of facts and a 
guide to more. To artists and lovers of art it opens 
doors to an understanding of impulses and ideas 
which have moved vaguely within them ; and brings 
a realisation of the truth that the creative artists 
of to-day in India are not merely heirs to a cultural 
estate that was established in a distant golden age 
and passes with increasing thinness from generation 
to generation, but that they are themselves, as were 
their progenitors, direct and immediate participotars 
in eternal creative activity which only asks the 
same devotion, discipline and high purpose as it found 
in the artists of the past in order to attain the same 
glorious resuhs in the present. 


James H. Cousins. 



INTRODUCTION 

I have tried, in the following pages, to set forth the Indian 
point of view of the Indian Art, which has a long history be- 
hind it. It is a happy sign that the art-critics, both Indian 
and European, are nowadays paying more attention to India 
^Esthetics. In India, we have art-critics like Dr. A N. Tagore, 
Mr. O. C. Ganguly, Dr. A. Coomarswami Mr. B. K. Sarkar and 
others. The principles of Indian S-ilpasastra as expounded by 
Indian acaryas , have, however, received scanty attention. I 
have gathered together those principles in this book. 

My thanks are due to Pandit Nitavinod GoswamI and SJ : 
A. Ckalamaya for their valuable suggestions. 


1st Oct. 1920 
Visvabharati 
Santiniketan 


Phanmdra Nath Bose 
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PRINCIPLES OF INDIAN 

Silpa-Sastra 


CHAPTER I 


Origin of 8ilpa . 

From the primitive times man is always trying to express 

.... his innate idea of beauty. That is the 
Origin of art. 

supreme movement to which man is. con- 
centrating all his attention. Though he was handicapped by 
end-less obstacles from the very beginning, yet he tried his 
best to give vent to that idea of beauty. Even in the hoary 
antiquity, he was trying to give form to his natural craving 
for the beautiful by drawing with his unskilled hand the 
pictures of animals, men and various other scenes as evidenced 
from, the Spanish caves. Such examples of pre-historic painting 
giving proof of man’s in-born yearning for beauty, fortunately, 
are not wanting in India. The oldest hunting scenes have 
been discovered in India, on the walls of a group of caves- in 
the Kaimur ranges of Central India. Other drawings of human 
beings, animals and hunting scenes are met with in Central 
Provinces in the Raigarh State near the village of Singhanpur,* 
as well as in the caves of the Mirzapur district of the United 
Provinces. Those people who are still leading a primitive 
life, also try to give expression to their ideas of beauty in 
their crude drawings on their walls and in their love for flowers. 
They make crude pictures, because they find pleasure in 
creating that picture. They donot care whether other pfeople 
.would like their drawings or not They reveal themselves in 
their pictures. Dr. Tagore, therefore, says— ‘In Art man 


I. Percy Brown, Indian Painting, pp. 15-16, 




reveals himself and not his objects .’ 2 The maxim— * The 
thing of beauty is joy for ever,’ is true in all ages and all 
countries. As a thing of beauty is the source of joy for ever, 
so the artists try to arrest the passing away of that object of 
beauty in some permanent form. This gives rise to art 
and sculpture. We must, however, remember that in Art 
there is not only the idea of beauty, but also of truth ; both 
are inseparably mixed together. If Art tries to give expression 
only to the idea of Beauty, it cannot stand the test of ages. 
It must stand with Truth, Truth and Beauty cannot be 
separated, both are woven together to produce Art. It has, 
therefore, been said that Beauty is Truth and Truth is Beauty. 
Human feeling or emotion may give rise to Art • it may 
also be due to accident. The artists and sculptors try to 
represent their notion of the beauty and of truth in their 
pictures and sculptures. In different countries the artists try 
to give form to that idea of Beauty and of Truth in different 
ways. Their expression depends much on the training they 
have received, the culture they have imbued, and the tradition 
they are following. It is difficult to fix the criterion of 
Beauty. A. picture may appeal to a particular man and not 
to others. But if a picture is universal, if it transcends all 
limits of time and space, it will be appreciated by all people 
in all countries. When a picture tries to reveal the world 
of truth and beauty, it then belongs to no particular country, 
but to the whole mankind. There it fulfils its object. It 
has been rightly said by the Poet Rabindranath: "This 
building of man’s true world, — the living world of truth and 
beauty,— -is the function of Art. ,; ® 

We must, however, remember that the idea of Beauty 
and of Truth is not the only inspiration to art and sculpture 


S. Personality p. 12. 
8. IHi p. 31. 
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in the world. It is one of the fundamental causes to which 
art and sculpture owe their origin. The idea of 'Art for Art’s 
sake/ cannot carry on any Art movement. The master-minds 
of the movement can pin their faith to the maxim — ' Art 
for Art’s sake,’ but the artist of common rank is totally unable 
to follow such a noble maxim. He must have some purpose 
in creating his Art, and for many ages and in many countries 
Religion served as the purpose of the general artists. It cannot 
be gainsaid that Religion gave a great impetus to the 
development of Art and sculpture. In India, as in Egypt, 
Assyria and Babylonia, 8ilpa (art) was mainly dependent on 
Religion. In India, from the time of Asoka, religion supplied 
the motive power for SlUpn. If the Indian Silpins had not 
obtained religion as the vehicle of Indian the marvellous 

development of Indian Art would have become quite impossible. 
Both Buddhism and Hinduism as well as Jainism were instru- 
mental in the evolution and development of Indian Art. The 
famous lion-pillar of Sarnatha, the railings of Bharhut and 
pillars and gates of Sanchi, show what Buddhism has con- 
tributed to the development of Indian Art and sculpture. The 
G&ndhara School or Gupta School only gave expression to 
the Buddhist and Hindu religious ideals. 

In tracing the history of art and sculpture in India, we 

find that the earliest relics which have 
Origin of Indian art. , _ , , . . . 

come down to us belong to the Asokan 

Period. These relics of art and sculpture are undoubtedly 
Baddhistic in origin. Through this Buddhist religion, these 
artists tried to give expression to their idea of Beauty and 
Truth. If they had not represented what was sunclaram and 
Sdntam in Buddhism, the remains of Buddhist art would not 
have been appreciated by people in all countries. Thus, the 
Indian artists expressed the idea of beautiful even through the 
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Buddhist ideals. The artists, who were responsible for their 
execution were imbued with the Buddhist ideals, or they- 
would not have represented on Bharhut pillars the story of 
M&y& Devi’s dream or the story of the gift of Jetavana to 
Lord Buddha by Anathapindada, or the story of Miga 
Jfttaka. It is true that all these representations are not of a 
high standard, there are some which may be called crude. 
The artists of that period found delight ( dnandam ) in making 
those representations, however crude they may be. There 
are, fortunately, others, like the lion-pillar or bull-pillar of 
Sarnatha, which can stand the test of ages. They are 
superb in execution. The artists tried their best to represent 
the idea of the beautiful. We can say with the poet that 
there in the artist is an element of the superfluous in his 
heart’s relationship with the world, and Art has its birth. 
Thus the Indian Art begins with crude representations as 
well as works of finer execution. In the history of any art 
movement we cannot hope to find artists of superior order only, 
there must be inferior artists also. It is so in the history of 
Indian Art. The fine workmanship of the Asokan pillar at 
Sarnath and the inferior quality of the female statues of the 
same period, lead scholars to conclude that there were two 
different schools of art even at the time of Asoka We are, 
however, unable at the present time to determine what can- 
onical school of S" ilpa j these artists of the Asokan age followed. 

It is rather possible that they were bound by no strict 

Origin of Silpa&Sstra. * ul f r ^ ulations - The early artists 

had their ideas and they tried to give 

shape and form to those ideas. They allowed their brush 
or chisel full liberty and tried to develop their own workman- 
ship. They had no tradition to follow, but to build up their 
own tradition for posterity. We need not therefore, be 
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surprised if some of their representations would be crude in 
execution. When others followed, they tried to improve the 
standard, but it required a genius to raise the standard of art. 
and sculpture. In the work of Sanchi pillars or Sarnatha 
pillar the hand of such a genius is observable. These 
sculptors, however, did not so long make any image of 
Lord Buddha, because the worship of Lord Buddha was 
forbidden by Buddha himself. The artists of the Gandhara 
School were the first to make the images of Lord Buddha. 
It is doubtful whether the Gandhara sculptors followed any 
Sitpa canons. The inspiration might have come from the 
Greek School. The Indian artists perhaps saw the Greek 
statues, which had been introduced in the North-Western 
India, and thought — “ Here is our model,” and fashioned the 
images of Buddha accordingly. They took the outward form 
from the Greek School, but they tried to infuse life into the 
new images of Buddha. They attempted to make the figures 
of Buddha befitting his meditation and Sadhana. Though 
the contemplative ( dhyana ) mood of Buddha did not develop, 
so much in the Gandhara School, it reached its highest per- 
fection in the s( ulptures of the Gupta Period. These artists, 
whose productions are now to be seen at Sarnath, did not 
follow the Greek model. The training they had received told 
them to represent Lord Buddha in dhyana mood sitting 
under the sacred Bodhi tree and trying to find a solution to 
the miseries of the world. They first of all had that picture 
in their mind and tried to give expression to that contemplative 
mood of Buddha. The representations of Buddha of this 
neo-school, whether sitting and turning the wheel of law or 
standing or in a meditative posture, mark the excellence of 
artistic execution. As soon as the worshipper look at these 
Sarnath statues they are filled with the same spirit of reverence 
and admiration. These artists were pot, fortunately, bound 
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by any feters of rules; they were the creators of models and 
rules, which other inferior artists are to follow. They did not 
bother whether the head of the image would be of four 
angulas or nose of five angulas or the hand of twenty angulas . 
They set to work with chisel and their own idea, and not 
with any BUpasa&tra in their hands. They wanted to create, 
so they had liberty and latitude. They tried to make the 
images Bantam , Bivam and Sundaram 3 so they broke through 
all bonds of canons. If they had been bound down by the 
strict rules of BilpaSdstra, they could not have produced the 
finest images in the domain of Indian sculpture. They were 
not to follow the Bilpa§dstra $ but the writers of Bilpa were to 
follow them. The peculiarities of the best artists were noted 
by Bilpdchdryas and passed as Bilpa maxims for the posterity. 

When did the BilpaSastras come into existence t These 
canonical rules of Bilpa were compiled in the age which 
witnessed the decline of Indian art. After the Sarnatha 
School, there was an appreciable fall in the high standard of 
Indian Art. It was, no doubt, due to the absence of any 
talented artist in the succeeding ages. As the real gifted 
artists became few in numbers, some rules became necessary 
for guiding the common artists. The artists of inferior calibre 
could not produce any image which might be as beautiful, as 
calm, and as contemplative as the images of Buddha of the 
Gupta Period. What they could not contribute in the form 
erf quality and excellence, they tried to make up .in the shape 
of quantity and outward form. To guide them in giving the 
outward form to images and in adding elaborate decorations, 
these Bilpa canons became necessary. So, we find the 
founders of Bilpa schools enforcing these rules on the artists. 
They argued that as they could not inspire the artists with 
genuine artistic tendency, it was better to insist on form. 
We can note its effect in the statues of the Post-Gupta period. 
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in which elaborate decorations take a prominent place. In 
them, beauty has been sacrificed to the altar of form and 
outward decorations. These images are more crude and 
inartistic than their predecessors. We donot mean to say that 
all the images of the later period are crude and devoid of 
beauty. There were some which were as good as or even 
better than their predecessors. In those cases, the artists 
had little regard for the conventional rules of Etilpaiastra, 
but gave full play to their chisel and their own idea. 

As soon as these canonical rules of iStipa came into 
existence, the tfilpacharyas refused to allow any deviation from 
these rules. The result was the cripling of the high standard 
of art and sculpture. The artists were bound down so to say 
and could not give full play to their talent. Those, however, 
who had extraordinary genius, broke through the feters and 
produced such images as are considered best through the ages. 
Broadly speaking, therefore, the growing up of the vast jSilpa 
literature coincides with the decline of art and sculpture in 
India. Just as in literature, a set of rules of Alamhdra 
(Poetics) prevented the free play of the poets, so also these 
$ilpa, canons struck at the fountain of inspiration of the artists 
and sculptors. 

W e, therefore, come to the conclusion that the bulk of 
the &ilpo> literature in India grew up in the post Gupta period. 
There are many Slilpa works which were composed in the 
tenth er eleventh century A. D. The period, which saw the 
growth of the books, extends from the sixth century 

A. D. to the eleventh or twelfth century. 



CHAPTER II 

Silpa&stras. 

The Sdpaaastras preserve for us the tradition of Indian 
art and sculpture. In them we find the conventional rules 
which the Indian artists and sculptors used to follow. In our 
attempt to reconstruct the history of Indian art, we cannot 
overlook the mass of Silpa literature that has come down to 
us. They supplement our knowledge of Indian art derived 
from the images and sculptures of ancient India. 

It must be remembered that the major portion of old 
Stipafastra has been lost to us by the peculiar climate of the 
country and by worms and insects. The ravages of Moslem 
invaders are also responsible for the destruction of $ilpa 
Mss. Fortunately, the extant Mss. are being discovered and 
edited by competent scholars. 

The literature of Indian art and sculpture prevailing at 
the present day may be grouped under three heads : 

(i) VasU-sastra or the science of architecture, 

(a) tSilpa-'nofitra or the science of sculpture, 
and (3) CUra sUra or the science of painting. 

At present we get the following books under Vastu-mstra : 

(i) Vastu-vidya is edited by MM. T, Ganapati Sftstri 
and included in the Trivandrum Sanskrit Series 
in 1913. The writer of this book recognises 
Visvakarman as the god of the &ilpins l he might 
have as the source of information the work of 
Visvakarman. The book contains sixteen chapters. 
It begins with the examination of the earth suit- 
able for vasitt land. It deals with the doors, vedi t 
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house-building and tile-making and several other 
things. 

(2) MavushyaZayachandrika is also edited by 
MM. T. Ganapati SSstri and published by the 
Travancore Government in 1917. The book con- 
tains seven chapters and, as its name implies, deals 
with the subject of the construction of houses of 
men. Like other books it begins also with the 
examination of the vastu land. 

(3) Mayamatam is edited by the same scholar and 

published in 1919. It is an authoritative work on 
the subject of Indian architecture and Is oft-quoted 
by later writers. The book at present contains 
34 chapters and deals with among other things 
the laving out of villages and towns, go-pnra, 
mandapa^ king's palace, doors, linga and pi (ha. 
The book is ascribed to the sage Maya. 

(4) Bdpnrafytam is ed : ted by the same editor and 

published from Travancore in 1922. The book is 
also an important work on Indian art and 
architecture. It has two parts, the first one 
containing 46 chapters dealing with architectural 
subjects and the second of 35 chapters treating 
mainly of iconography. At present only Part I 
Is published containing one chapter on painting. 
The -remaining chapters deal with varied subjects 
such as, the characteristics of an Ocarya and of a 
ttif the laying out of villages, towns, houses, 
palaces, doors, steps, i or ana nwndapa, natya- 
mandapa and other allied subjects. 

{5) Another book named yuTtiiJcalpa+t&nt 'fetf 

e«*ed fey IWara Ch. Sietri aed Indfedad dim 



Calcutta Oriental Series in 1917. The chapter 33 
in this book deals with vastu. 

(6) JBfhat samhita by the sage Var&hamihira (Calcutta, 
1317B.S.) in chapter 53 deals with Vastu-vidya and 
in chapter 56 with Prasdda-lahsanctm. 

(7} Another interesting book on architecture, published 
recently, is Samaranganasutradhara by the king 
Bhojadeva. It is edited by MM. T. Ganapati 
S&stri and included in the Gaikwad’s Oriental 
Series (1934). It traces the origin of Sfilpaiastra 
and represents Visvakarman as speaking about 
these subjects to his sons. It also covers a wide 
range from the laying out of villages, cities and 
forts to the making of several instruments or 
yantras, such as elephant machine, vimdna 
machine, door-keeper machine, soldier machine and 
others. 

(8) VifaakarmaprakaSam, which has been published 
from Bombay in 1971 Sam vat, is another impor- 
tant book on the subject. It also deals with 
Vasiuvidyd and is ascribed to Visvakarman. 

(9) Some of the Purdnas also deal with this 

subject. Of these mention should be made of 
(1) Matsyapuranam which has chapters 252-257 
dealing with Vastuvidya, (2) of Agnipttranam , 
chapter 104 on prdsada-laksanam, chapter 105 on 
grhadivdstu and chapter 106 on ncogarddivasiu , 
(3) of Garudapurdnam, chapter 46 on Vastunirnaya, 
chapter 47 on Prasadalaksanam, and (4) of 
Phavisyapuranam. 

For the science of Painting, there is, however, only a few 
books preserved for us. We have in Tibetan, the translation 
of Citrarlaksanam, which has been edited and translated into 



German by Berthold Laufer (Leipzig, 1913). In Vianudhar- 
mottaram , we have a chapter on Citrasutra ) portions of which 
have been translated into English by Dr. S. Kramrisch in the 
pages of the Calcutta Review (February 1924). The last 
chapter of S'ilparainam, edited by MM. T. Ganapati Sftstri 
also treats of Citra-lalcsanam , a discussion about which was 
made by Mr. K. P. Jayaswal in J. B. O. R. S. and in Modem 
Review, XXXIII, p. 734. 

Let us now turn to the literature dealing with Indian 
sculpture. Unfortunately, we have few books dealing exclu- 
sively with the branch of Indian sculpture. We have only a 
few chapters dealing with the art of image-making in the 
following books - 

(1) Thus in Brhatsanihita (chapter, 58) we get a 
discourse on PraUmdlaksana dealing with images 
in general and some gods in particular, 

(2) In BukranUi (chapter IV) we find measurements ot 

images and allied topics dealt with. 

(3) In Visnudharmottarapurdnam (Part III) we have 

description of some particular gods. 

(4) Matsyapuranam (chapter 259) gives the measure- 

ments of images in general as well as description 
of a few particular gods. 

(5) In Agnipuranam (chapter 49) we have Frati nd 

laksanam spoken of. 

Leaving aside these printed materials, which are available 
to all scholars, we have now to turn to unpublished Mas. or 
other published books which are not well-known to scholars. 
We refer, first of all to a Ms. in the Ms. Department of the 
Visvabharati Library. The Ms. relates to FratindAcdtgoma 
and is written in Malayalam script. It is, however, preceded 
by another £ iilpaadstra called KaSyapa^amhita t at the end of 
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©very ehstpter of which we find it written 
, except in the last one. 

This Ratty a f x-sa mhitd contains 94 folios, after which 
there is a blank leaf. Then follow four written folios, which 
donot seem to be connected with the above-mentioned K&Syapa- 
aatiihifa, because in the left margin of the first of these' leaves 
is given in a different hand : — 

This new book Mdr 1 c^nd-yamata^dslutd^'^ u ^ does not 
seem to be complete ; some of its leaves are certainly missing 
2s the first line beg, ns with the middle cf a letter in the middle 
of a sentence. Thus : — 

f&«iiWTHsr: 

This chapter seems to deal With the rules about- temples, 
because at the end of the chapter we read 

After this chapter on temple, there begins the chapter 
on Pratimalahaana, which, though fortunately complete, 
abounds with mistakes. The book Marka.nd~ya.mata, seems to 
be an anthology on the lines of Mayumxta containing different 
chapters on different topics such as d^valaya, prahmd etc. 

The next chapter of the book, which deals with dress, is 
missing in our Ms. It ends abruptly : — 

ww n 



We donot know bow many chapters this Mar'kandfiyamnia 
contained. Unless we get other copies of this Ms. from ether 
Libraries' and have them properly compared and collated, we 
cannot expect to have a reliable text. We g’ve a few extracts 
in the Appendix from the text relying on one Ms. only in the 
hope that other Mss. might be traced from ether parts of India, 
especially from Southern India, as the text is in Malayalam 
character. 

It is rather fortunate that the chapter on PtatimUaktana 
fa this Malayalam Ms. is complete. If we can set op a correct 
send reliable text of this chapter, it will add a new chapter to 
the existing $ilp% literature of ancient India. We donot, 
however, know anything of the age of the Ms. nor of its writer. 
It is difficult to say who the real writer of this book was : 
whether it is Kftsyapa or Mirkamleya or Visvakarman. Each 
has his claim as the writer of this work. In the first place, 
we have it along with the Katya pasamhita, ; secondly, in the 
beginning it is written that it is MarTcu-ndeyamat^-vastu Sa$tra 
and also at the end of the chapter on devalaya ; thirdly, at 
the’ end of the chapter on Pratima we find it stated that the 
Work is composed by Visvakarman. Now, who is the real 
author Mfirkanijeya or Visvakarman ? Though we are enable 
to aqswer this question definitely from the materials at our 
disposal. We would be inclined to credit M&rkaqdeya as the 
probable writer’ of this text. 

The Ms. is called Pratimada bsana-vidhanat)*-. Like all 
tfther books it gives the measurement of a take, which is equiva- 
lent to twelve afiguias. Though in one place, the Writer mains 
ffie face equal to one tala or 12 aApsfca, yet in another place 
le baHt it eqtoai to thirteen <*hc 4 &a*. It is to hri nadd 
Had the measurements given in this Ms. do aofc tatty with 

mm- It im», To Warn* Om «•# ddtheubiphsEtifce 
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writer speaks of the ornaments necessary for the praUmaa 
for the purpose of decoration. 

There is another book dealing with the same topic, 
but was so long unnoticed by Indologists. The book is called 
Mnyavdstu, printed (in 1916) in Madras in Telegu character. 
As it is printed in Telegu character, it has so long escaped 
the attention of scholars. When I came across this book, 
to my utter astonishment I found that the name of the 
book Mayavastu is really a misnomer, because it does not 
deal with vdstu-i&stra or the science of architecture, but 
with images. We reproduce the Text in DevanSgari character 
in the Appendix. 

This book Mayavastu is divided into four chapters. 
The first chapter deals with the making of images according 
to the nine tala measurement. It first gives the proportion of 
each limb of the images in general and then proceeds to give 
the measurements of the images of goddesses. The last part of 
this chapter (slokas 22-34) does not, however, treat of pratimds, 
but of the temple where the images are to be enshrined 
and its different parts. The second chapter lays down how 
to make smaller images, but slokas 12-24 again treat of 
temples, which would be auspicious according to astronomical 
calculations. The earlier portions of chapter 3, lay down 
some general principles of image-making. The sculptors 
are warned against the making of any image, which is 
crippled or out of proportion. If they make any such image, 
death and sorrow would come to them. The rest of the 
chapter (slokas 16-31) deal with the qualifications of the 
gilpin, his praise and respect which should be given to him. 
The last chapter deals with the errection of Gopuram. At 
the end of the book, it is called MayaSdstram and not 
Mayavastu. In the text itself, the book is called Mayamata 



dgamah. In sloka 21, chapter 1. we find it stated that 
this Mayamata agamah is the essence of and made in 
accordance to Manasdra , Gdrgeyam, Mari Gam, atriyam, and 
all other bastras. Maya, to whom this book is ascribed, 
is spoken of as an instructor in Vastusastra in Matsyapurdnam. 
There is another famous book called Mayamatam ascribed 
to him. In the present book Maya is said to have taken 

help from the books of Garga, Atri (both of whom are 
mentioned along with Maya in the Matsyapuranam) y Marica 
and the well-known book Mdnasara. 

Of other unpublished works on Indian sculpture, men- 
tion should be made of the three works, which were so 
long thought to have been lost. They are 

1 . Pratima-m 5 n a-laks anam . 

2. Dasa-t&la-nyagrodha-parim an^ala-Buddha-pratimit- 

laksanam. 

3 . Sambuddha-bh&sita-pratim 54 aksana-vi varana-n&m a . 

We have recently received some Mss. from the Darbar 

Library, Nepal, among which we find the original Sanskrit 
version of these books. They are also preserved in their 
Tibetan translation. 

The book Pratimcv-mana-laksanam is ascribed to the 
sage Atreya, after whom the work is also known as Atreya- 
tilalea. It seems to be a Buddhistic work, though it refers 
to the image of Buddha only once. It begins with 
the measurements of images according to nine tala* then 
follow according to eight, seven and four talas. The writer 
also discusses what is a dosa (defect) and guna (qualification) 
in an image. The last chapter deals with jirnodhdra i. e. 
how to enshrine an image again if it is broken or burnt. 



CHAPTER III 

Principles of Indian Art and Sculpture 

We now proceed to trace the various principles underly- 
ing the vast domain of Indian art and sculpture extending 
over more than two thousand years. During this period 
many artists and sculptors were born, they tried to give 
shape to their ideas in many different ways, yet the principles 
which inspired them remained almost the same through these 
ages. It is fortunate for us that these main principles also found 
expression in Indian Silpa&dstras. It is quite natural that 
these motives which inspired the Indian Gilp'ns would be different 
from those in other countries. We, therefore, need not be 
surprised if the Indian point of view of art and sculpture 
be different from the stand -points of artists of other coun- 
tries, The Indian stand -point has been emphasised by several 
writers of Indian xilpa&dstras. W e find those views expressed 
in Visjjudharmottarapur&nam as well as in Matsyapurftnanr. 
The former holds that as the gods give men all their 
desired objects, namely, dharma , artha, ledma and mokga 
(salvation), therefore, the gods are to be worshipped by men by 
all means.* What do men hanker after in this world ? They 
are those very things— dharma, artha, ledma, even including 
fltofcsa (salvation), which the mighty gods would hestow 
upon them if properly worshipped and propitiated. This is suffi- 
cient reason to induce men to worship gods. To worship gods, 
one must have their images prepared. Thus arose the necessity 
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of the art of image-making in India. When in the early 
Buddhistic period, image-making of Buddha was not in vogue, 
the sculptors represented the Buddhistic symbols of the Dharma 
cakra or the wheel of the law, or of the sacred Bodhi tree in the 
place of the image of Buddha. To the worshipper, it served 
the same purpose of propitiating their gods. Thus the Indian 
sculptors did not make any statue for their own enjoyment, 
but to meet the requirements of the worshippers. The 
principle — * Art for Art’s sake ’ — -did not meet with 
the approval of the Indian artists. They wanted a vehicle 
for Art and it was supplied by religion. The MatsyapnrftJjam 
also holds the same view. It says that to worship gods and to 
sing their praise is the best of Karmi Toga and it will bring 
salvation to men. 8 

Thus we find that the services of artists were requisitioned 
by the religious zeal of the people. In ancient India, as remarked 
before, the people did not want art for art s sake. The 
Indian artists and sculptors were moved by religious enthusiasm. 
There were many merchants or monks who wanted to gain 
punya (or merit) making a gift of a pillar or a statue in 
the name of Lord Buddha, as we find in the remains of 
the Bbarhut sculptures. Those monks and merchants engaged 
skilful sculptors to have the pillars and statues made. On these 
pillars they had some incident of the life of Buddha or some 
Jataka scene depicting the previous life of Buddha represented 
by sculptors, as well as their own names written. So we find that 
the Bharhut pillars or Bodh-Gaya or Sanchi sculpture owe 
their origin to the religious zeal and enthusiasm of so many 
followers of Lord Buddha. They thought of such acts as 

(3) feStTq ft f SWrfft 

ffigffe g * (Ob. ,s. «) 



conducive to merit and virtue. It is the same case with 
Hindu devotees. In Gupta, Pala and other inscriptions we 
read of devotees making temples and installing images of 


Visnu, Siva, Surya and other gods with the belief that 
those acts of merit would bring salvation to them. The 
same motive inspired the colonists of Siam, Champa, Java 
and other countries beyond the sea to enshrine the statues 
of Siva, Brahm&, Chandl, Ganesa and others. Even in 
Modern India, the erection of new temples and images may 
be traced to the same cause. Thus religion in India gave 
an impetus to art and sculpture. It is the same in many 
other countries. Though in Assyria and Babylonia, a secular 
art grew up, yet religion supplied the motive force to art 
and sculpture in those countries. In Egypt, the gigantic 
pyramids and temples to numerous gods and the statues of 
various gods and goddesses, also point to the stimulus given 
by religion to Egyptian art. In China and Japan too, the 
introduction of Buddhism, saw the errection of many Buddhist 
temples and images. 

According to the Indian point of view, art and sculpture 
are inter-related with other sciences. It 

ofhefsoSncls ! 14 ^ is said in the Visnudharmottaram that 

he who does not know properly the 
rules of citra (painting) can, by no means, be able to discern 


the characteristics of images (Pratimd-lahsana). Again, without 
(a knowledge of) the science of dancing, the rules of painting 
are very difficult to be understood. Moreover, the science 
of dancing is difficult to be understood by one who is not 
acquainted with music. Lastly, without singing music cannot 
be understood . 8 Thus according to the Indian point of view, 
for the proper appreciation of Prati maJaTcaana, one must 


(8.) Vis/judLsmottarapumain, Part III, Chapter 2, Cal. Rev. 1924. 






know the sciences of citra , dancing, music and singing, ft 
would be difficult for a Western art-critic to abide bj such 
a general principle. No doubt, art in its broader sense like 
its Sanskrit equivalent hala, includes the sciences of painting, 
dancing, music and singing. It must, however, be admitted 
that to a sculptor the science of painting is rather indis> 
pensible. Both the sciences of sculpture and painting can- 
not be happily separated, the line of demarkation between 
them is so thin. 


Let us now consider, what is a beautiful image according 
to the Indian point of view ? A modern student 
Idea of Beauty. aesthetics would lay down the following 

principles to judge whether an image is beautiful or not. 
He would ask : ' What is this song or picture, this engaging 

personality presented in life or in a book, to me t 

* What effect|does it really produce on me ? Does it 
give me pleasure? and if so, what sort or degree of pleasure? 
How is my nature modified by its presence, and under its 
influence ?’ 4 The m odem aesthetic critic has to deal with the 
original facts as found in the answers to these questions But 
he will remember always that beauty exists in many forms. 


It is very difficult to lay down any criterion of beauty. 
It may however, be said that beauty must have truth in 
it it must be universal. If any statue is appreciated in 
all ages and all countries, we can say that beauty and 
truth have found a happy combination there , Sometimes 
a work of art, however, may not rise above the limits of 

a certain country or people’, taate. An image may app«J 
._ na f,on because it finds its ideas and tradition well 

gpgeTgV °fter nation, may not Hire that partied* 

W8l *e r R^iss^ee, Prafaoe, X, 
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imagejat all, because its conventions go against their traditions. 
It is for this reason that many works of Indian art do not 
appeal to many Western critics. They should, however, 
remember that beauty exists in many forms. To them all 
periods, types, schools of taste should be in themselves equal. 
In all ages there have been some excellent workmen and 
some excellent work done . 5 

Some students of aesthetics hold that all works of art 
should be true to nature. If we apply this criterion to works 
of Indian art, we shall find that the Indian artists and 
sculptors did not always follow the nature. Assyria and 
Babylonia first tried to copy nature in art and sculpture. 
It was carried further by the artists and sculptors of Egypt 
an I it reached its zen : th in Greece. Greek artists were 
quite loyal to nature in copying her in works of art and 
sculpture. Any Greek statue shows how beautiful it is and 
how faithfully the sculptor has imitated physiology in mould- 
ing the arms and different parts of the body. The Greek 
image is as true to anotomy as it possibly can be. In 
Gandhara, the first Indian images were made in imitation of 
the Greek statues. In Gandhara sculpture, therefore, we can 
discern the influe ice of Greek models and consequently its 
attempt to follow nature. Excepting this Gandhara School, 
Indian sculptors did not pay so much attention in copying nature. 
The reason is quite obvious. The Indian sculptors wanted 
to make the images of gods represent their divine and super- 
human nature. The gods, they argued, possess many attri- 
butes superior to human beings They are higher than 
ordinary men. Therefore, in making their representations, 
some symbols should be attached to them to signify their 
superiority. A man has two arms, naturally a god like 


<5.) im . xii. 
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Brahma or Vianu, therefore, must have four or more arms. The 
same logic worked in Assyria and Babylonia, where the 
artists added wings or legs of animals to the images of 
gods to signify their divine superiority. 

Moreover the Indian artists were governed by many 
traditional rules and conventions. In representing gods, the 
artists had to take into account the traditional nature of 
the gods. Thus in making the image of the god Vi$na, 
the symbols of samJeha (the conch), cale ra (disc), gadd (club) 
and padma (lotus) are to be added. Again, in the case of 
Ganeaa an elephant head, or in the case of Brahma, the 
creator, four heads are to be added. Other Indian gods 
have other peculiarities, which the artists were forced to 
follow in making the representation 5. 

What, then, is the standard of the Indian idea of the 
beautiful ? The Indian sages enunciated their own idea as 
to what is beautiful. They dealt both with the positive 
and negative side of the question. It will be seen that the 
Indian science of the aesthetics is quite different from the 
modern science of art criticism. Let us begin with the 
negative side of the question. In this respect we shall get 
much information from Buhraniti, Brhatsamhitd, Mayaadstra 
and Pratirnd-rndnor-lahsanam. The Bukraniti holds that * one 
should not construct any image that has eyes directed upwards, 
downwards or closed, nor should design one that has vehement 
eyes, but eyes bespeaking satisfaction.’® It follows that a 
beautiful image should not have eyes directed upwards, 
downwards or closed or vehement eyes. This principle has been 
elaborated by VarShamih'.ra in his Brhcitsamhiia. He lays 
down : — 

* If the image has excess in Its arms, the tiilpin will 
suffer from the fear of the king ; if it is less, ill-fate will 

(6.) Sttkradti, cfc. IT, sec, IV, s. aW‘858, 
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befall him ; if its belly be less, he will have fear of hunger 
if it is thin, he will suffer from los* of money. If the image 
has wounds from the fall of weapons, it indicates the death 
of the maker. If it inclines to the left, it bespeaks of the 
death of his wife, and if to the right, the death of his 
ownself. If its eyes are directed upwards, it makes him blind, 
if the eyes are cast downwards, it will bring evil thoughts to 
him. ’7 Here the author lays down that the arms and the 
belly of the idol should not be out of proportion. The image 
also should not incline either to the right or to the left ; the 
eyes also should not be directed upwards or downwards. 

MayaSdatra deals more elaborately on this negative aspect 
of Indian aesthetics. It says — * If the face of the image is 
cast downwards, the silvln would be ruined, he would no longer 
be respected and the wealth of the master would also be lost. 
If the nose (of the image) measures more than three yavas , 
it would kill the king soon for certain.’ 8 The Hlpaccbrya 
here lays down that the face of the image should not be cast 
downwards, nor the nose be made more than three yava ». 

It further lays down . 9 — ‘ If the nose is crippled, it would 
kill prosperity ; if the foreheads are out of proportion, there 

(7; Brhat samMta, ch. 58, s. 60-52a. 
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comes sorrow ; and an image with violent sight would kill 
the owner soon, would cause the loss of son, great sorrow 
and would kill all people as in an epidemic. If the eyes are 
turned downwards and the sight is terrible, the kingdom of 
fhe king would be destroyed. If the sight is downcast and 
violent, it would kill the worshipper. If the sight is fixed 
on the nose, it would kill the Hlpacharya. If it turns on the 
side, it would kill the friend. So the sight must be made 
proportionate (samadrsti), which is peaceful as well as for the 
good of all people. If the nose becomes too thick, it would 
destroy the prosperity of the Silpins, if the forehead becomes 
too thick, it would create great trouble ; if the sides are thick, 
there would be loss of life; if the arm-pit be thick, it would 
kill the Siljnn. 

The Indian mlpacaryas i thus tried to lay down their 
criterion of the beautiful in their own conventional way. 
The Ms. Pratima-mana, laksanam also gives expression to the 
same idea. 1 he Indian stand-point is that by following the 
Sattras, the artists would make their images beautiful. The 
artists, therefore, should take care that he does not violate 
any injunction of the hastras. The writer says what things 
the artist should avoid. He says : “ Now, I shall speak of 

the form of the mouth-about its auspiciousness and inauspicious- 
ness. It should be made slightly smiling, pleasant and 
possessed of all good signs. One should absolutely avoid the 
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construction of the mouth which is passionate, impetuous, 
wrathful, sour, bitter or circular.” 10 

To make an image beautiful, the Indian silpin thinks 
that he must put some special marks on the image according 
to the Indian tradition. 1 hus it is said in the Fratima-manar 
laksanam 11 that the following marks on the hands of gods 
speak of their auspicious character, namely, the conch (sankha), 
lotus {pa dma) t flag (dhwaja), thunderbolt ( vajra ), wheel {cakra), 
swastika , bracelet, pitcher (fcalasa), moon, umbrella, Srivatsa, 
hook ( ankusa ) trident ( trihila ), barley-garland {yava-mdla) and 
vatudha. 

We now turn to the defects ( dosa ) and excellences ( guna ) 
of the images. The Pratimarmanaflaksanam lays down the 
following principles : 12 

“Now the excellences and blemishes of the idols are 
spoken of with regard to their smallness or bigness. The 

(10) Slokas 34b. 35, 35a. 

(11) &. 54-55. 
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seat should be well fixed ^.nd of sufficient length and breadth. 

" The head made like an umbrella, brings prosperity of 
wealth and corn. The beautiful line of the eyebrow &oA 
fore-head give eternal prosperity. 

“ If the idol is well-modelled, the subjects become happy 
and an idol wiih a conch-like neck is the bringer of all 
fulfilment. 

“ The body in the lion posture increases strength and 
superfluity. The arms made like the trunk of an elephant are 
the fulfillers of all desires. 

“(An idol) with a beautiful belly brings wealth of crape 
and superfluity. One with thighs like the plantain tree 
increases money and cattle, and one with becoming shanks 
makes villages prosperous. 

** An idol with beautiful feet brings perfection of charac- 
ter and learning. Thus are spoken of the excellences of an 
idol ..*> 

In plain words, the excellences of an image may be 
stated thus : its head should be like an umbrella, the line of 
the eye-brow and forehead should be beautiful, the neck 
sf&utd be like a conch, the body should be in Ihelion posture, 
the arms shouTd be like the trunk of an elephant, the belly 
should be beautiful, the thighs should be like the p la n tain 
ttee, the shanlcs should he becoming’ and the feet should he 
beautifuh 'Our Htpachdrya also adds that the image should 
bfe well-modelled. 

These are the criterions of the beautiful according to the 
Indian point of view. Here only the outward form is spoken 
of and the Indian writers employed the peculiar Indian con- 
vention* 'in expressing their Aesthetic sense, Some of these 
ootaVehtional f drifts may serin awkward to the modern act 
crifics, hut we must not foCg^t thai'thh' &§» writers 1$&S ,'fo 
speak In terms of Indian conventions. 
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The Ms. PraUm&mdrwiAaksanam also speaks aboat the 
defects and blemishes (dosa) of the image. It says 

*' If it (the image) is deficient in length or breadth, there 
would be famine and national breakage. If it is limbless, he 
becomes hunch-backed and if it is noseless, he becomes a 
diseased. 

" If the sight of the image is turned towards the left, 
cattle are destroyed, if upwards there is loss of wealth. One 
shonld avoid an idol with eyes small or round or contracted 
or defective or cast down. If the idol is made with a deep 
belly, it will always destroy crops. 

“ If the idol is defective in thighs, there would be perma- 
nent abortion. That is a great defect, if the nose, eye and 
finger— these three are short, or if the shank, neck and chin 
are long, or if the head, ear and nose are small, or if the 
joint, belly and nails are big, or if the hands, feet and eyes are 
deep, or if the neck, mouth and the arms are short. The 
wise man after knowing these excellences and defects should 
make the idol.”!* 

These are the defects and blemishes (dosa) which the 
artists are asked to avoid. Thus we get both the positive 
and negative sides of the Indian notion of the beautiful as 
stated in the excellences (ffuna) and defects (dosa) of an image. 
The modern art-critics may not see eye to eye with t hes e 
notions of Indian aesthetics, but we must not forget that we 
have to take into account these ideas of the Indian Silpa 
writers for a proper understanding of Indian sculptures. Here, 
however, the last word about the Indian idea of the beautiful 
is not said, which is said by Sfukrcmitii when it maintains that 
an image should be such as would infuse the spirit of meditation 
in the heart of the on-looker. Such an image is ideal from 
the Indian point of view. 


(13) Slots s 79-84. 
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From the remarks of Maya&astra and PratimSr- 
mana-laksanam we find that these Hlpaearyaa attached great 
importance to the eyes and to the proportion of other limbs. 
From these negative elements we can conclude that to make the 
image beautiful its sight must be made Samadrffi, which will be 
calm and peaceful and must make other limbs quite proportion- 
ate. These considerations lead us to the positive side of the 
Indian nation of the beautiful. We have got the nays of the 
theory, let us turn to the ayes as in these books. 

In discussing the positive aspect of Indian notion of the 
aesthetic science, the books quoted above come to our rescue. 
The l&iikruniti holds that an image made according to the prin- 
ciples laid down by HlpaSastras is beautiful. It says— 1 That which 
is beautiful according to the measurements laid down in 
Sastras is really beautiful, not any other. Again, that winch is 
not according to the measurements laid down in the Sdstras 
is not beautiful, say the wisei*. The PraUma-mana-lak^anam 
also emphasises the same point when it saysl* : 

3f3n#r fo re r fa w r° it 

If the face is made not according to the BaMrcu, the Yaja» 
fit Sfna would be killed. It also says : 

s# n rr ^ a 

If the face, on the contrary, is made according to the 
Saatraa, he flourishes with his relatives. 

The $uTcraniti makes a little concession in holding that an 
image made not according to the principles of Sastraa, but in 
imitation of another image by an expert is also beautiful. It 
says— 'Those limbs are beautiful which are neither mdrte orless In 
measurement than the limbs of images prepared by the experts.’l 

(14) Sukraniti, du IT, Sec, IT, s. 214-215. 

(15) Slokas. 20-81. 

( 16 ) Sakmniti oh. IT, 8m. XT, ■. 210 - 312 . 


A particular image may appeal to certain individuals ; we can 
not call such an image beautiful. £f ukramti makes the situa- 
tion clear when it says that, that which satisfies the heart of 
certain individuals is beautiful to those individuals only*?. We 
are not concerned with such cases. We must not suppose that 
beautiful images could be produced without number. It is 
very difficult to find such instances in art and sculpture in 
which all the principles of SilpaMstras have been followed. 
It reqaires the hand of a genius to produce an artistic and 
beautiful Image. To follow all the Silpa canons and produce 
a marvellous image is rather difficult. So the & lukraniti made 
an exception when the sculptor or artist followed the model of 
an expert. The $ukraniti also admits that it is one in a lakh 
that is produced beautiful in all limbs* 8 . This remark holds good 
in all countries. In many cases, however, the {SiVpaS&stra* 
did not insist on the strict adherence to the &ilpa, canons. 
W e quote the following to show the truth of our statement: 
There is no rule about the thickness, but it should be made 
accordjngj^p i^loc&s |>§au£ifjjl*8.’ This principle gives .much free- 
dom and latitude to the artists and sculptors. Beauty and 
grace cannot be imparted to fche image by . any cut and dried 
rule. It must come from the heart. of the .artist .and sculptor. 
It depends on the subtle way with which the brush and the 
chisel are managed. If the artist is a genius, he can impart 
beauty and grace to the image without following any £$ilpa 
canon. The outside formulas would not help the sculptor in 
making the image beautiful. So the Sfukraniti lays down: 
'One should design for all the limbs a grace that is suited to 
each.'* 0 This should be the guiding principle of all artists. It is 
significant to note that though the author of Bxikraniti laid 
down elaborate measurements for making images, yet he re* 
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alised that the measurements would give only outward forte 
and not grace and beauty to the image ; he, therefore, laid 
down the above principle. It is only by such freedom and 
latitude given to the artists that can make beautiful images 
and not hard and fast Bilpa canons. It, therefore, follows 
that though the Bilging are bound by certain Bilp a ca nons, 
certain latitude is also given to them. Without this amount 
of freedom, it would not be possible for the artists to produce 
beautiful Images. We must not forget that it requires the 
strokes of a genius to produce images of beauty and grace. 

The dcaryas of the Indian science of aesthetics thus tried to 
give expression to their idea of the beautiful. They gave both 
the positive and negative aspect of beauty. They were not 
like the modern art-critics. They tried to give their opinion 
in their own way. The Indian Silpdcaryas knew how difficult 
it is to define the notion of the beautiful. They held that 
images made according to the Bastrie measurements are 
beautiful ; they also gave a good deal of freedom to those aj> 
fists who are genius, ^at the Indian Bilp&eSryas did not step 
here. As Bilpain India was mainly depending on religion, 
they had to go further in enunciating what was beautiful. 
Wfiat was an image for ? The Images have a function to 
serve, namely, to help the worshippers In their worship. The 
images should'be such as would be able to attract the respect 
and deyotion of the devotees. Therefore, according to the 
Indian Bilpa canons, an image to be beautiful must be of con- 
templative mood. That is the highest criterion placed by the 
Indian Bilp&eHryas to Indian artists and sculptors. This is the 
distinguishing characteristic of Indian art and sculpture. The 
Bi&raniti, therefore, lays down : ' The characteristic of an 

uhage is its power of- helping forward contemplation and Jogw. 
The human maker of images should, therefore, he meditative. 
Besides meditation there is no other way of knowi ngTfie 
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character of an image— even direct observation (is of no use.)** 
This principle, as laid down by the author of Sfukraniti, is of 
great importance in the history of Indian art and sculpture. 
Indian artists put great importance to this characteristic ; 
indeed it became their guiding principle. Neither in painting 
nor in sculpture, did the real artists pay any heed to the out- 
ward form, to the anatomy of the figure. They did not follow 
physiology in their representations, but tried to make the 
figures bantam and &ivam. The Indian artists tried to express 
the attitude of contemplation in the face of the image, so that 
as soon as anyone — either a worshipper or a layman — sees the 
figure, one is struck with the calmness and the contemplative 
mood of the image. The figures of Buddha of S&ranath of the 
Gupta period are typical examples of this kind. When one 
looks at these S&ranath images of Buddha, one feels nearer to the 
Lord who is emerged in profound contemplation. The sculptor 
has made the whole figure breathe an air of dhyana 
(contemplation ) These figures really help the devo- 
tees in contemplation and Yoga. Indian art and 

sculpture has reached the highest perfection in these 
Buddhist images. Compared with these noble images of 
Sftranath, the Gandhara statues of Buddha do not appear to be 
so much imposing or contemplative. The Gandhara statues 
lack that air of ivam, Hf&ntam and i Sundaram. There are 
many Hindu statues in dhyana (meditation) attitude as those of 
feva, Visnu and other, which inspire the worshippers with the 
spirit of contemplation. We do never maintain that all the 
Hindu or Buddhist images come up to this high standard. There 
are, however, many Hindu or Buddhist images, which are 
rather crude and awkward and do not inspire the worshippers 
with the happy mood of contemplation. It should be remem- 
bered that such figures belong to that age of decadance in our 
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history of Indian art and sculpture, when the higher principles 
were neglected and could not be followed by the inferior artists. 
Still, this dhyana and Yoga characteristic of Indian images is 
the most important principle in which Indian art and sculpture 
differs from the art and sculpture of other countries. It is due 
to this high principle that the Indian artists and sculptors devot- 
ed more care and attention to the contemplative nature of the 
face and could not pay much attention to the finishing of other 
limbs. In many cases, therefore, the Indian images look dispropor- 
tionate and invoke adverse criticism from those who would ad- 
vocate the following of anatomy in making images. If we are 
asked: What is the contribution of Indian art and sculpture to the 
world ? The reply would naturally be: It is this high principle 
of making images of contemplative (dhyana) mood and Yoga 
attitude and of making the figures bantam, iSivam and Sundaram 
in character. Greek images are graceful, Egyptian images 
are very near to nature, but Indian images are contemplative 
in character. The Indian Sfilpacaryas lay down that to make 
the images comtemplative, it is necessary that the artist should 
also be of a contemplative mood, or it would not be possible 
for him to produce such images. 

Human Another principle of Indian art and sculpture relates 
^ i ® ttres to the making of human figures. In India we rarely 
come across any figure of any man-king or emperor or 
scholar. In the Bharhut or San chi sculptures we do find 
human figures, but there they occupy a secondary position. 
Thus the scene in the Bharhut sculpture where the worshippers 
are represented as worshipping the' sacred Bodhi tree, the 
sculptor gives importance to the Bodhi tree' and brings in the 
human figures only in their secondary character. Or take the 
representation of the stupa with human worshippers in the 
Bharhut sculpture — here also the human figures are brought In 
only to show the sacred character and importance of the Stupa** 


(22) Rhys Darias, Buddhist India page 84. 
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Even sach personages as kings and queens do not receive as 
much attention from the Indian artists. Take for example, 
king and queens watching a procession as it leaves a fort as 
represented in the Sanchi Tope, 28 or king Pasenadi in his chariot 2 * 
or king Ajalasattu starting out to visit the Buddha 22 as in the, 
stupa of Bharhut. Here again the kings and queens occupy 
only a low position and are brought in only to glorify Buddha. 
In other periods of Indian history, there were also great kings 
and emperors in India. Why do we not find any statue of 
those mighty sovereigns of India ? We are not to go far to 
seek the reason. The art and sculpture in India, as we have 
already seen, is religious in character. Indian sculptors devoted 
all their attention in making images of gods. In Indian paint- 
|ng, we find the figures of Buddha, Gop& and R&hul& as in the 
Ajanta Caves ; we also get the representations of royal proces- 
sions in the Ajanta and Bagh paintings. Egypt, however, 
made the images of gods as well as of her Emperors. In 
India, it is due to the injunction of the Silpa§astras t which spoke 
a gains t the construction of human figures. The Sukraniti 
says 26 — ‘ The images of gods yield happiness to men and lead 
to heaven ; but those of men lead away from heaven and 
yield grief.’ It adds that * the images of gods, even if deformed, 
are for the good of men. Again, the images of men, even 
if well formed, are never for human good. 5 *7 Thus if a Mlpin 
is told by his guru that an image of a man, be he even the 
king of the country, would bring evil to him, he wonld not 
pi a such a statue. Sach injunctions, therefore, do not tend 
tp encourage the making of human figures. Neither the 
sculptor nor the donor would like to go away from ttm path 

(23) ZM page 64. 

pt) Zbid pa ge 5. 

£bid page 9. 

(g$> ch, IV, see. IV, s. 164-157. 

(XjyZAid *. 168. 
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of heaven by having human statues. The only instance we 
have of a figure of a king in India is perhaps the broken Mathura 
statue of the Mah&rSja Kaniska, It mar be mentioned en-patsant 
that the coins of the King Kaniska also bear his figure. There 
\ve find the king standing in Turki costume with spear and 
sword 23 . We also have the coin of the king Samudra Gupta, 
who Is represented seated and playing his lyre in his coin 
Again, the king Chandragupta II, Vikramaditya appears in 
his coin shooting lion *5. Besides these, the Indian coins give 
us some more representations of other kings. In later ages, 
we have figures of Chaitanya, Gour and Nitai, Sankar&ch&rya 
and others, perhaps because they were religious reformers. 
In some Buddhist images, like Avalokitesvara, we have the 
figure of the donor inscribed. Thus in a Mayurbhanga image 
of Avalokitesvara, we have the figure of the king Rftyabhanja 
inscribed at the foot of the image. In later period, there 
arose a school of Portraiture painting in the Punjab. This 
branch of painting flourished specially in connection with the 
Mogul School of Painting, where we find the portraits of 
numerous Mogul Emperors and nobles. 



(28) Gardner , Catalogue of Greek and Scythia Kings of Bactria and 
India, Pt. XXVI, 6. 

(29) J. S. A. B-.1889 Pi. 1, 5. 

(80) AMPt. 11,6. 


CHAPTER IV 
Prati ma-La ktanani . 

The term $ ilpa§astra includes all the three sciences of 
pratima (images), citra (painting) and vastu (architecture). 
In discussing the main principles of Indian &ilpa&astra> we 
shall naturally have to deal with all these three sciences. Let 
us begin with the consideration of the theory of image-making 
(Pratimorlahaanam). 

What are the materials sanctioned by the tio/Stras for mak- 

Materials for im- ing images IPratimte (image?) generally 
»g® s< may be constructed from various elements 

which the sculptors find at their disposal. 
An image may be made of wood, earth, jewel, gold, 
silver, copper and stone. Varfthamihira in his, Bfbata- 
ctmhita speaks of these elements of images and- also of the 
inherent qualities of these images. He says ‘ An image of wood 
and of earth gives long life, prosperity, strength and victory,. 
An image of jewel does good to men, and an image of gold 
gives nourishment. While an image of silver brings fame, that 
of copper increases population and that of stone or a linga gives 
ground . 81 The sage $ukr&c&rya in his Sukraniti also speaks 
of the materials for imago-making. He says—' Images are 
made of sands, pastes, enamels, earth, woods, stones and 
metals' 82 . In another place he says — 'The artist should construct 

(31) iwit stfsm I 

srsnfa|fi( i 

3 gRwmq t fen^ii % ij, 

(82) Sukraniti, ch. IY, See, IV 8. 151. 
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images with white, yellow, red and black stones according 
to the ages and with others according to one’s option.®* 
&skr&c&rya also sanctions images of different metal for different 
ages. He says, — 'Images are to be of gold, silver, copper and 
bronze in the Satya } Treta, Dvdpa^a and Kaliyugaa respect- 
ively*® 4 . He further adds, — ‘ The images may be of iron 
or lead according to one’s purposes, — say the sages’* 6 . 
Matsyapuranam also holds that images might be made of gold, 
silver, copper, jewel, stone, wood and iron.’ 86 

Theoretically these are the materials for making images. 
Let ns now see with what materials the artists really worked. 
Truly speaking, stone supplied the artists with materials from 
the earliest times in the history of Indian art and sculpture. 
From the time of Asoka, the sculptors were chiefly using 
stones. The nearest hills offered them easily accessible 
sources. The sand-stone of Bihar, red stone of Mathura and 
white stone of Amaravati were very often used to make 
images. Even to the present day, the sculptors are using 
stones for this purpose. The whole domain of Indian sculp- 
ture supplies us with numerous examples of work on stone. 
Gold was also used by sculptors. Jainas used gold and 
silver images of their Tirthankaras. There is a fine example 
of gold work in the British Museum. It is the casket No. 2 
of Bimarin stupa dating about the beginning of the Christian 
era. It contains four distinct figures, namely, Buddha, a lay 
follower, a male ascetic and a female ascetic. This casket, 
which is now preserved in the British Museum is wrought in 
gold. There is the little gold statue of Buddha, now deposited 

(S3) A.*, b. 310-311. 

(34) Ibid, 8 . 814. 

(36) Ibid, 8. 317. 

(36) Matiyapurfinam, ch. 258, s. 20. 
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also in the British Museum. This gold image of Buddha has 
been ascribed to A. D. 500. *7 Many small gold and silver 
images pf Buddha are found in the dagabas of Ceylon.* 3 In 
Benares, we have the gold image of the goddess Annapurna, 
and the image of 6ani in silver. The family gods and 
goddesses are often made of gold, silver and copper. A 
silver image of Visiju was discovered at the village of Chudain 
In Bengal. It belongs to the Pala Period.*^ Bronze images 
were manufactured in Bengal, whence the practice of malting 
bronze images went over to Nepal and Tibet. Bronze statues of 
Buddha (1 to 2 feet high) were discovered at Buddbavftni in the 
Krishna District, Madras about 1870. They are now de- 
posited in the British Museum. They resemble the 6arnath 
sculptures and may be assigned to the fifth or sixth century A. 
D. 40 A rich collection of bronze images of Hindu and 
Buddhist gods has been gathered from Ceylon. We have 
the bronze statuette of a Bodhisattva from Anurftdha- 
pura, the bronze image of 6:va Natar&ja from Polon- 
nfiruwa(now in the Colombo Museum). We have also the 
bronze image of Surya and of P&rvati as well as the bronze 
seated Buddha, preserved in the Colombo Museum >1 The South- 
ern India also affords a rich field for the bronze images, accounts 
of which have been brought together by Mr. 0. C. Ganguly in 
his book — Bronze images of South India. In Java, a little 
bronze image of Manjusri was discovered; it is now in the 
British Museum. 4 * Another bronze image of Buddha was 

(*7) T. Smith— A History of Fine Art in India and Ceylon, pp 
B 66-857. 

(38) Ind. Ant. XIII 15. 

(89) B. D. Baaerji-Bangtar, itihas 1 p. 281. 

(4b) A History of Fine Art in India and Ceyion, pp 179-180, 

(41) Ibid pp. 248-258. 

(42) Ibid p. 267. 
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discovered at Baddha Gaya. It is now kept in the Museum of 
the Bangiya Sahitya Parishat, Calcutta. It bears an inscrip- 
tion from which we learn that the image was dedicated by 
Ahabamalla. It belongs to the Gupta Period. 48 Images ©I 
earth cannot endure the test of time and are destroyed in no 
time. At the present day, in Bengal, images to be worshipped 
are generally made of earth. Images of wood also are not 
very common. The figures of Jaganatha, Subhadrft and 
Balar&ma of the Puri temple are annually made of wood. The 
extant images of fcJri Chaitanya are made of wood. There is 
one such wooden image of Chaitanya at Datanpur in Orissa, 
and many in Nawadipa in Bengal. Of wood carving, we 
have an example from the temple ot Kfili in the Chamba State, 
which contains the figures of &va and Parvatl, belonging to 
A. D. 700. In Dacca, Bengal, there are some five specimens 
of wooden images. The beautiful image of Yasom&dhava at 
Dhftmrfti is said to have been built of the wood which re- 
mained after making the image of Jaganatha of Puri. The 
image of Bhagavatl with eight hands and that of Baladeva of 
the same place are made of wood 44 . In the Mabhabharata 
it is said that an iron image of Bhisma was smashed to pieces 
by the old Dhytar Astra. We do not know of other instances 
of images of iron or of lead. We hear of a golden image erf 
Buddha made by the king Harsha, which was equal to the 
king in stature and was kept in a tower, too feet high. There 
was a smaller image, 3 feet high, which was carried in pro- 
cession. 

Let us now turn to the measurements of Pratima*. Im- 
Heasurwnenta ages may be divided into two classes : Images 
of Images. « n general and particular images. The measure- 


( 43 ) R, j>. Banerji, Baogtar I tikis, I p. 70. 

( 44 ) X>k£kar ltikaa—(J. Ray). P* 388-391. 



merits of -pratimds in general are given here. They occur 
in the following books : — 

(1) Brhatsamhitfi. 

(2) Vignudharmottarapurftnam. 

(3) 6ukraniti. 

(4) Matsyapuranam. 

( 5 ) Agnipurftnam. 

( 6 ) Mayasftstram. 

(6) Pratimfi-mftna-laksaiiana. 

We shall here give the measurements of MayaSdstra and 
PraiimaMatutlaksanam, as those of other books are already 
well-known to scholars. Measurements are given often in the 
unit of an anguli. What is an anguli ? The Matsyapuranam 
gives the following table of measurement : A particle in 
the rays of the sun is a Trasarenu. Eight such renus make 
a vajdgra, eight of which again make a likhya. Eight UJchy&s 
make one yufca , eight yukds make one yava, eight of which 
make one anguli « Almost a similar table is given by 
Varfthamihira in his BrhatsamUtd : The particle which is seen 
in the rays of the sun coming through the window is called 
paramdnu. Paramdnu, rajah, valdgra, liksa. yuka, yava and 
anguli — these should be increased eight times respectively. An 

anguli is taken as a mdtrd or unit « So we get these tables 
for the purpose of comparison : 


Brhataamhitd . 


3 Paramftnus 
8 Rajahs 

8 VSlftgras 
8 Liksas 
8' Yukas 
8 Tayas 


= i Rajahi 
= 1 Vftlftgra 

= 1 Liksa 
== 1 Yuka 
=* 1 Yava 
— 1 Anguli 


Matsyapuranam. 


8 Trasarenus 
8 Vftlftgras 

8 Likhvfts 
8 Yukfts 
8 Yavas 


= 1 Vftlftgra 
=* x Likhyft 
(Liksa ?) 
= 1 Yukft 
s i Yava 
= x Anguli* 


0») Matsyapnrinam, oh. 35 s, a . 17-18. 
(46) BrhatBamhit &, oh. 58, s. 1*3, 
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The tfukramti further explains an angula. It say* : An 
aitgula is one fourth of a musti (the closed fist of a hand)*T 
When the Indian $ilpasatras speak of the measurements of an 
image, they speak in terms of a tala. A Praiima. for instance, 
may be of four, six, seven, eight, nine or ten talas. What, 
then, is a tala ? The Sfukraniti lays down that the length 
of a tala is twelve aitgulas* > Visnudharmottaram also says 
that the space covered by twelve aiigulas is called a tala. 
The same thing is repeated by Protima-manalai&anam . The 
Sfukraniti also adds that the height of images varies from seven 
talas according to the custom of localities.*® Again, it says 
that images are of ten talas in Satyayuga, of nine talas in 
Treta, of eight talas in Dvcapara and seven talas in KaliPO 
This injunction, however, is strictly followed neither by the 
writers of Indian Silpa§astras nor by the Indian sculptors. In 
making images even in this kali age, they prescribe that the 
images should be of nine talas. The Matsyapur&nam 61 sup- 
ports this statement when fit says that the images of gods, 
danavas and kinnaras should be of nine talas. Maya&dstna in 
speaking of the measurements of images, says of nine t&las 
for the images of gods. When an image is of nine talas, the 
measurement would come to 108 angula$. The Visnudharmo- 
ttaram says : Oh king, the measurement of a Mamsa (type 
of man) is ioo aj'tgtdas, increased by eight, according to the 
measure of his own angula. 

We now ] roceed with the measurements of fratimas as 
given in MayaMMram. In chapter I of the Mayctlattram, we 

(4- ) Sukraniti, ch. IV, sect. IV, s. 169. 

(48) Ibid, s. 170. 

(49) Ibid, 8. 173-174. 

(60) Ibid s. 184-185. 

(61) HatayapuraJjamch. 258, s, 16. 
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get the measurement of images of nine talas. We gire 
here a free rendering of a part of the first chapter. It says 
"The image should be divided into two parts, which again 
should be divided into two more parts. The last part should be 
divided into two parts and the last again into three parts. 

" That should consist of eight angulas, the half of which 
should be the measurement of the head. Some maintain that 
the end of hair is its one-fourth part. What is said about 
the neck ( grva ) is the best according to the nine tala 
measurements., 

" In the excellent nine tala, the head should be of four 
angulas, the face (mtikha) twelve and the neck four angulas. 

“ The length from the neck to the breast should be twelve 
w&gulas , there should be the same length from the breast to 
the navel, as well as from navel to the end (4). 

" From the knee to the gulbha (ankle) it should be twenty- 
four at^gtdas, from the thigh to the ankle, it should be four 
angtdas. In navatala, this measurement of hundred and eight 
a&gula* are spoken of. (5). 

" The foot is said to be of twelve angulas and the toe of 
four angulas. (6) 

" Whatever has been said of in nine tala , the first should 
be of twelve angulas. From the end of the hair to the eye- 
brow, the length should be four angulas. The nose shonld 
be known to be of as much ; as also the chin. (7). 

"The eye should be two afegulas broad and four in 
length. Ears should be as much broad and as much long. (8). 

"The distance between the two ears is said to be twelve 
ahgvdas, and that from the root of the ear to the end of the 
nose is eight angulas. The nose should be two angulas broad 
and the neck eight angulas broad. (9). 

** The distance between the two hands should be twenty- 
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four angulas and that between the breasts twelve aiigmla* (to). 

** The upper portion of the navel should be twelve angulas 
broad, and the waist twenty-four angulas broad, (i i). 

"The thigh should be twelve angulas broad and the knee 
eight aiigulas. The breadth of the thigh should be the same, 
and that of gulbJui its half. (12). 

"The breadth of the toes should be six a<ngulas. (13). 

" The length from the neck to the shoulder should be 
eight angulas, that from the shoulder to the elbow should be 
twenty-four angulas , that from the elbow to the \\ rist of the 
hand ten angulas, and that from the wrist of the hand to the 
middle finger twelve angulas. (14). 

“ The breadth of the root of the arm should be six angulas, 
that of the elbow is said to be five angulas, that of the wrist of 
the hand four angulas and that of the hand with fingers ex- 
tended si x angulas. (15). 

Thus describing the measurements of gods in general, the 
writer of this silpasastra then proceeds to speak about the mea- 
surements of the images of godesses. It is worthy to be noted 
that this section dealing with the measurements of female gods 
is wanting in many Hlpa books. The writer says : — 

“ The forehead (of the female gods) should be of three 
angulas, the distance from the neck to the breast, that from 
breast to the navel, that from the navel to the pelvis — each 
should be twelve angulas. The breadth of the thigh is said to 
be twenty-four angulas. The thigh and the knee should be 
equal, and the gulfha should be three angulas . This Is the 
measurement of goddesses as suggested by Visvakarman. (r6). 

,f The leg should be one part, the thigh should be of six. 
The thigh anil the knee should be equal ; the navel, the pelvis, 
the distance between the breast and the neck — each should be 
of three, the neck of one, the face of three, the forehead of 
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one. This is said to be nine tala. This first distribution (of 
the measurement) is made by Trastra. (17). 

“ When the tip of the thumb is placed at the end of the 
breast, it is the attitude of giving ahhaya (protection) of the 
hand of the god. Eyes should be like the conch ( samkha ) and 
the disc (ca&ra). If the hand is on the waist, it is said to be 
the attitude of giving vara (blessing). (18). 

*' Whatever would be the measurement of the images, its 
Pifha (platform) should be half its height. The kirita (crown) 
should be designed in such a way as to be twice the measure- 
ment of the face. (19). 52 

The writer of Mayasaitram , then goes to speak about the 
height of the images of goddesses. He quotes the opinion of 
many distinguished silpacdryas such as Manu, Trastra and 
others when he says that the height of the female god should 
reach up to the ear of the male god. The writer lays down 
the following principle as regards the sight of the goddess. 
He says that if the sight of the goddess be fixed from the 
middle of the breast to the knee, it is pleasant. 5 ® 

In Chapter II of MayaiaStram , smaller images are des- 
cribed. The smaller images are generally family gods and are 
kept in the temples attached to the family-house. The writer 
says : in a temple attached to a house, the image should be 
of three and fifteen angulas. The yajamdna should take his 
aiigula as the unit of measurement, and in small images the 
length and other things should be made out with yava. Of 
the mixed images, their measurement should be by mana 
angulaP 4 

The writer then lays down some general principles when 
he says : The image should certainly be made beautiful by the 
tflpin. He then classifies the images : (i) The image up to 


52 Mayas&stcam, S. 1—19. 

53 Ifay&Bi&traxa, ctu 1 . s. 20 , 

55 Hi 8> 5*6, 
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end of the arm is the best, (2) the one tap to the breast it 
madhya and (3) the one up to the navel is the worst. He 
gives some warning to the sculptors when he says : one should 
avoid making the images of the crooked and of the dwarf,®* 

We now turn to the incomplete Ms. of Praiimalakftunfim 

of Visvabharati Library, which gives the following measure- 
ment of the image. It should be noticed that the measurement 
given by this Ms. are rather peculiar and as such deserve 
to be noticed separately. It says — The face is to be one tala 
of twelve aiigulas. The following are the characteristics of 
the wttama, madhya, and adhama pratimds s 124 angulas , 120 
angular, and 1 x 2 angulas (in height). The hair should be of 
five angulas, the face of thirteen angulas (though in a previous 
line it is said to be twelve angulas) and the neck of five angulas. 
The distance from the neck to the breast should be five aiigulas, 
and that from the breast to the navel same as the measure- 
ment of the face (i.e , twelve or thirteen angulas, other silpa 
books lay down twelve angulas). Again the distance from the 
navel to pelvis should be the same. The thigh and the knee 
should be five angulas . The Jamgha and pfidst also should be 
of five angulas. The fingers of the Pratima should be long. 
The breadth of the face is said to be eleven aiigulas, the fore- 
head of nine aiigulas , hapola of eight angulas and the ear of 
nine aiigulas. The length of the :arm should be known to be 
thirty-seven aiigulas and the distance from one arm to the 
other twenty-four aiigulas. The distance from one breast to 
the other should be twenty-one aiigulas. The length of the 
belly should be sixteen angulas , that of the thigh seven angulas 
and the base of the thigh five aiigulas. Eyes should be equal 
in length and the distance from one eye to the other should be 
the same. The length the of the eye should be seven yatas. 

About the fingers, the writer goes on to say that the palm 
of the hand should be of six aiigulas. The thumb- Is said to 


65JFM, g. 7k—9. 
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be four aftgulas long, the fore-finger five angulas and a half, 
the middle finger six angulas and the little finger four angulas. 

Let us now turn to the interesting document of Pratima- 
-mdnov-laksanam, whose Tibetan version is still existing. In 
this silpa work, measurements of images according to various 
talas have been given in detail. It should be noted that at the 
end of the Sanskrit version, all these various measurements 
have been summarised. These tables, however, are not in the 
Tibetan translation. The writer first mentions the measure- 
ment of images to nine tala, which amounts to 108 angulis or 
868 yavas , then according to astatdla, which comes to 96 
angulis or 7 68 yavas , then according to sattala , which comes 
to 72 angulis or 576 yavas, then accordingtto dasatala, which 
amounts to 1 20 angulis or 960 yavas , then according to sapta- 


tala, which comes to 84 

angulis or 

672 yavas 

and 

lastly ac- 

cording to catustdla , which amounts to 48 
yavas. 

angulis or 384 

The measurements 

according 

to nine 

talas 

are given 

first, because they are most common. 

They are as 

follows : 

1 . ft!* (head) 

••• 

• * • 

4 angulis. 

2 . g*sT (face) 

••• 

• mm 

12 angulis. 

3. ?ftan (neck) 

• •• 

• •« 

4 

71 

4. ^ ••• 

• mm 

• * • 

24 

71 

5* Pidfci 

• •• 

• •• 

2 

71 

6 # 5(2 ••• 

• • • 

• * * 

4 

77 

7. 

... 

».* 

24 

17 

8 * sms 

m mm 

* •« 

4 

77 

9* fviS ••• 

mmm 

• •• 

24 

17 

10 . gs 

**« 

• * * 

2 

17 

11 . wfesBOT ... 



4 

71 

12 . festal ... 

*•* 


17 

•» 
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15. ... 


... 

16 

J) 

14. STTTf 

... 

• • • 

18 

9* 

15. ... 

... 

... 

12 

>1 

Then we come to 

astatala measurements 

amounting to 

aAguhs or 368 yavas. They are as follows 

» — 


1 . fm (head) 


... 

3 angulis. 

2 . (face)... 


... 

12 

9 $ 

3. (neck) 


* * » 

3 


4. 

... 

... 

22 

JJ 

5. Tncfinr 

... 

... 

1 

/ ? 

•* 

6 . 

• • • 


3 

> 

9) 

7. 3v5 ... 

**• 

... 

22 

}| 

8 . 31^ 

. *• 


3 


9. fq^ 

•M 

... 

22 

1 * 

10 . Jj5tK 

« 

* * • 

1 

•• 

11 . SdratHPT ... 

... 

... 

3 

ww 

12 , 

mmmm 


9 

f/ 

It 

13. 



14 

H 

14. qrc 

• ••• 


12 

n 

The measurements 
! as follows 

of six talas of 

72 angulis or 

576 yap®» 

1 . fsre (head) 

*••• 


2 


2 . gw (face) 

• ••* 


12 

•t 

3. (neck) 


... 

2 


4. $5 

• «»« 

• •• 

16 

w* 

ft 

5 # FRW ... 

• ••• 

* ••• 

1 


6. «Rfe 



2 


7. 3ft 

• ••* 

•••* 

16 

9» 

8. .... 


• *** 

2 

>1 



4 # 


9. ferar 


*•« 

16 

99 

10 . 


.... 

1 

99 

11. ... 

.... 


2 

99 

12. fgafaa .... 


*••# 

14 

99 

13. *lj 


• Ml 

10 

99 

14. STUf 


• • ft • 

12 

ft 

t5. .... 


Ml# 

8 

» 

The measurements according 

to dasatala, 

by which 

images of Nara, Narayana, 

Rama, Indra and 

others are made, 

are given below 

1. fee 

• » • » 


4 angulis. 

2. (face).... 


• #l« 

12 

99 

3. ifon (neck) 


• ••* 

4 

99 

4. 

#••• 

MM 

24 

99 

5. fere* 

• «•• 

ft 

4 

99 

0. ... 

Ml# 

Ml# 

5 

99 

7. 

• # • * 

•M| 

26 

99 

8. 3H3 

• * * * 

MM 

5 

99 

9. 

** * ♦ 

MM 

26 

99 

10. gsq; 

#•#• 

ft • ft ft 

3 

99 

11. 8l4iVP»»I .... 

# • • • 

ft ft ft 

5 

99 

12. flsfci .... 

* »* * 

ft •• 

16 

99 

13. *T 5 


MM 

18 

99 

14. 

.... 

t •«# 

16 

99 

15. .... 

»»»* 


12 

99 

The measurements of 

images 

according to 

Bai&Iapta 

specially for the dwarfs amounting to 

84 angu.Ua or 

672 yams 

are given below : 

1, fee (head).... 



3 angulis. 

2, gp* (face) 

HM 

MH 

12 

n 



3. iftfT (neck) 

4. ^ 

5. 

6 . 

7 . 3^ 

8. a^ 

9. 

10. g5^ 

11. w*t*n*T .... 

12. f g sfa .... 

13. mg 

14. JWTJ 

15. ^Rc .... 

Lastly, the measurements 
given : 

1. ferc (head) 

2. ga (face) 

3. ffrn (neck) 

4. $5 

5 . 

6. uri* 

7 . 3 ^ 

8. arg 

9. fro 

10 , •••• • 


* 



3 

» 

• ««* 

19 

11 

* * • * 

1 

ft 


2 


.... 

19 

»» 

.... 

3 

If 

.... 

19 

11 


1 

11 

.... 

2 

11 

. 

5 


»*«• 


11 

... . 

12 

11 

*.»* 

14 

11 

• • • » 

10 

ft 

according to 

cafustala 


1 anguli 

* ... 

12 

11 

.... 

1 

11 

.... 

...» 

12 

11 

. «*• 

1 

11 

.»•* 

9 

19 

«... 

1 

n 

• »« * 

9 

19 


**♦# 



• «»« 


• «»« 






11. qrfw? 

12 . 

13. 

14. mg 

15. m 


1*1 

Ml* HI 


IMI **•» 


IN 


1 

8 

6 

8 

7 


1 * 

>» 

V 


These measurements of images according to the different 
tala , we get from Prdtimd-mdnO’lahanam,. The sculptors 
were asked to follow these measurements in making images. 
Even at the present day, we find sculptors in Bengal, Orissa 
and South India, who still follow the old rules and try to keep 
up the old tradition. 



CHAPTER ’•V. 

The Beginning of Hindu images. 

In the last chapter, we hare dealt with Pratimcirlajisana 
(the theory of images) in general. Let us now proceed to 
speak of pratimas in particular, namely, Brahma, Visnu, Siva 
and other gods. The general principles of these particular 
gods are given in the Visnudharmottaram , Matsya-<purana.m, 
Byhatsamhita, Sukraniti and other books. ■ Instead of dealing 
with the theories relating to these particular gods, it is more 
profitable to turn to the actual specimens of these sculptures 
and to trace the beginning of the Hindu images. 

The origin of Buddhist images has been ably traced by 
the French Indologist M. Foucher. What is the beginning of 
the Hindu images ? Did they exist in the Yedic period ? This 
question has been answered by Professor A. A. Macdonell and 
others. 58 In the Vedic period, gods were not so numerous 
as they are now. They were only thirty-three in number and 
were the personifications of natural phenomena, such as. Sun, 
Wind, Fire and others. These gods were worshipped not in 
the temples as at the present day, but in the open air. There 
is no evidence in the Rig Veda to show that the images 
of these gods were made in the Vedic period. Some scholars, 
however, take the contrary opinion. There is no doubt that 
the physical appearance of gods has been described in the 
Vedas. They are said to have face, arms, belly and feet like 
men. It is, however, doubtful whether the images of these 
gods were really made at that early age. It is admitted by 
scholars that divine images were produced from B. C. 500. 
Panini and Patanjali were familiar with the images of gods. 
Unfortunately, we have no remains of the images of purely 

66. The Historv of Hindu Iconography by A. A. Macdonell (B*pan, 
October 1920) also J. K. A. S. 1918. B. Battacharya— Indian Image*, I. 
p, xxxi, 
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Hindu gods of such an early age. All the remains of Indian 
sculpture of remote antiquity belong to the Buddhist group. 
The pillars of Bharhut, of Sauchi, of Amaravati or even the 
Gandhara images — all are specimens of the Buddhist art and 
sculpture. The history of Indian art and sculpture begins with 
images and sculptures of Buddhistic origin. The first Indian 
image which was made by an Indian Sculptor was the image 
of Lord Buddha, modelled by a Gandhara artist. 

W e cannot, therefore, place the beginning of the Hindu 
images in the pre-Buddhist period. No Hindu image of the 
pre-Buddhistic age has come down to us. After the gradual 
decline of the Buddhist glory, we find the making of the 
Hindu images in the Gupta period, which saw the revival of 
Hinduism. With the fall of Buddhism, the Indian kings 
began to encourage and patronise Hinduism. Thus arose the 
necessity of making images of Hindu gods and goddesses. 
The performance of the asvamedha sacrifice gave an impetus 
to the revival of Hinduism. Indian sculptors now began to 
make the images of Hindu gods and goddesses. 

What is the earliest extant specimen of Hindu images 
that has come down to us ? In this case the Kushan coins 
come to our rescue. In one of the coins of the Kushan king 
Kadphises II we find the image of the god Siva represented 
with two arms. Similarly, the coins of Kanishka also supply 
os with the representation of the great god Siva. The coins of 
Kadphises II may be dated A. D. 50. Here we are on a firm 
ground from where we can proceed. We may thus assert 
that by the first century of the Christian Era, we have posi- 
tive proof of the representation of the Hindu god Siva put into 
execution. This may be called the beginning of Hindu 
images. Even in the Buddhist sculptures, we find some of the 
Hindu gods represented. These Hindu gods, such as Indra, 
Brahma and others occupy a low position in the Buddhist- 
mythology. They are, therefore, given a position in the Bod 



dhist sculpture inferior to Lord Buddha. With the decline 
and fall of Buddhism, the position of these Hindu gods totally 
changed. During the Hindu revival, these Hindu gods came 
to occupy a very high position in Indian Mythology and Indian 
Sculpture. Perhaps it was then that the Indian sculptors took 
as their ideals those figures already found in the Buddhist 
sculptures. In the Bharhut sculptures, which are assigned to 
the second century B.C., we get the figure of the goddess! 
Laksmi, under the name of Slrima devata. We may take this 
figure of the goddess of Fortune as one of the earliest speci- 
mens of the Hindu divine image, though it is found among 
the Buddhist sculptures. Though Sirimd devoid ranks 
as a subordinate goddess in ihe Bharhut Sculptures, yet 
she should be recognised as the first prototype of the image 
of Ztakfimi, the Hindu goddess of Fortune. It must, however, 
be observed that this goddess siri is not exactly in the same 
form as we find her in the later period of Hindu revival. She 
was still one of the forms of the goddess of Fortune prevailing 
at a period two hundred years before the birth of Christ. Again, 
in the Sanchi sculptures of almost the same period, we are 
fortunate in getting another representation of the goddess of 
Fortune, which is prevailing even in modern India. This is 
the form generally known as GajarLnksmi, with the goddess 
Laksmi sitting on a lotus and two elephants from both sides 
pouring water over her with their trunks (e./. Fig. 46. p. 279, 
Rhys David's Buddhist India). When in the iaier ages, the 
Hindu Sculptors wanted to make the figure of the goddess 
Laksmi, the goddess of Fortune, they found a very convenient 
model in this Sanchi sculpture. It is, remarks Professor Rhys 
Davids, the oldest instance of the most common representation 
of this popular goddess ; and figures of her, exactly in this 
form, can be bought to-day in the bazars of Northern India.*? 


67. Buddhist India, p- 317. 
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This form became so very popular with the Hindu Sculptors, 
that not only do we find this figure representated in almost all 
the Hindu temples, but it found its way to the far-off Champa 
(Anam) and other Indian colonies abroad. There are other 
instances of Hindu gods occurring in the Buddhist sculptures. 
Let us take for example the figure of Kuvera. We find the 
figure of Vessavaria Kuvera , the King of the Ya^sas and re- 
gent of the North, represented in the Bharhut sculptures^ 
The god Kuvera also comes in for a large number of repre- 
sentations in the Gandhara and Mathura schools. Besides 
Kuvera, the god Indra figures also among the sculptures of 
the Gandhara, Mathura and Sarnatha Schools. Here Indra 
comes in not as the supreme king of the gods, but as a god 
subordinate to Lord Buddha. We get a stiff and archaic 
representation of the famous visit of the god Indra to Lord 
Buddha, while he was sitting in the Indrasaila cave in the 
Mathura School.®* The same scene, however, has been 
beautifully sculptured in the Gandhara School.^ From the 
artistic point of view, the figure of Indra in the Gandhara 
group is far superior to that of the Mathura School. Here 
we find Indra, a Hindu god occupying a subordinate position 
to Lord Buddha. Again, in the representation of the nativity 
of Lord Buddha as seen in the Gandhara sculpture,6l we find 
on the left side of the picture the god Indra receiving the 
child Buddha and by his side stands the creator Brahma. The 
Buddhist sculptures help us in getting the representations 

of various Hindu gods and goddesses like Siri, Kuvera, Indra 
Brahma and others. * * 

58. Ibid, p 222, Fig, 39. ~ “ 

Fi g . S s£. Smith.— A History Of Fine Art in India and Oeylon, p. 83, 

60. Ilid, p 109 , Fig. 60. 

IUd, p. 1*1, Plate zxix. 
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Thus we can trace the beginning of the Hindu images 
not from the Gupta period, which saw the revival of Hinduism, 
but from the Buddhist period, dating the second century B.C. 
when some of the Hindu gods and goddesses were already in 
existence. In the kushan coins, as pointed out, we first get 
the figure of the god Siva with two arms, which is followed 
by the figure of Siva with four arms in the coins of the same 
royal dynasty. We also find the figure of the god Surya 
(Sun) in the kushan coins. This numismatic help leads us to 
push back the date of the existence of Hindu images even 
earlier. The coins of the Mitra Dynasty of Magadha (about 
too B.C. to ioo A.D.) give us strong evidence in this direction. 
The coins of the King Agnimitra give us the standing figure of 
the god Agni (fire). Thus the numismatic evidence coupled 
with the archaeological evidence of the Buddhist period enables 
us to date the beginning of the Hindu images from the second 
century before the birth of Christ. Even if we do not take 
Into consideration the appearance of Hindu gods in the Buddhist 
sculptures, the coins of the Mitra Dynasty help us to place the 
period of the commencement of the making of the Hindu gods 
in the first century B.C. 

The coins offer further interesting study. It is worthy to 
note that as early as second century A.D., we have not only 
the beginning of the multiplication of hands of the Hindu gods 
(as in the case of four armed Siva of kushan coins), but also 
that of heads. In the coin of Svami Brahmanya Yaudheya 
of the Yaudheya tribe (2nd century A.D.) we have the figures 
of the six-headed god ( hartikeya ) and of another six-headed 
goddess.® This peculiar feature thus early found its way in 
Hindu sculpture. It is not, therefore, surprising that in the 
later period this practice of the multiplication of hands and heads 
would follow with great vigour. We have already spoken of 

63. Supplementary Catalogue of the coins in Indian Museum p. 4 Ob 
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the figure of the goddess Laksmi in the Sanchi sculpture. In the 
coins of the Kings Samudragupta and Chandra Gupta II, we 
get the figure of the throned Laksmi with feet on lotus (about 
336*375 A.D.) 68 

With the revival of Hinduism under the patronage of the 
Gupta Emperors, the actual image-making of the Hindu gods 
and goddesses began. Before the Gupta period, we have 
the instances of the Hindu gods in sculptures and coins. But 
images of Hindu gods perhaps began to be made in the Gupta 
period. No image of any Hindu gods, except in sculptures 
and coins, prior to the Gupta period has as yet come down to 
us. Though we can place the beginning of the Hindu images 
in the first and second centuries before the birth of Christ, 
yet their images began to be made only in third and fourth 
centuries after the birth of Christ. In the Indian Museum, 
Calcutta, there is a beautiful group of the god Siva and his 
consort Parvati from Kosam in the Allahabad district. It dates 
from A.D. 458-4 59. Besides this, we have of this period the 
figure of Siva as Mahayogi and of Visnu on the snake Ananta 
in a temple at Deogarh in the Jhansi district. There are other 
instances of the river goddesses in the Udayagiri hill-caves 
near Besnagar in the Bhopal State, at the Tigawa temple in 
the Jabbalpur district as well as on the tops of the jambs at the 
entrance to cave XXII at Ajanta.®* 

This is the beginning of the image-making of the Hindu 
gods and goddesses dating from the Gupta period in the fourth 
century A.D. We have carried back the existence of the Hindu 
images even in the centuries before the Christian Era. The 
Buddhist sculptors set the example in the art of image making, 


OS. Ibid pp. 80-31. 

64. A History of Pino Arts in India and Ceylon, p. 168-163. 
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which was followed by the Hindo sculptors in the Cntpa 
period. 

The impetus which the Hindu artists received from the 
kings and donors of both the Northern and Southern India 
went on unabated even in the Moslem period, though the rise 
of the Moslem art and sculpture affected the growth of the 
Hindu art and sculpture to a considerable extent. The Hindu 
period as well as the Pathan period saw the erection of numer- 
ous temples and Hindu images not only in all the provinces of 
India, but also outside India in Siam, Champa, Cambodia, Java 
and other places. In Southern India, the beginning of temples 
and image-making of Hindu gods may be taken back to the 
age of Pallava Kings flourishing between the fourth and ninth 
centuries of the Christian Era. After the Pallavas, came the 
Chola kings, who greatly encourged temple building and image- 
making in Southern India. 66 After the fourth century A.D. 
the Indian colonies abroad received fresh batches of artists 
from the mainland of India who enriched the temples of the 
colonies with beautiful images of Brahma, Visnu, Siva and 
other gods and goddesses. The magnificience of Ankor Vat, 
the beautiful temples { chtvndi ) of Java, statues of Siva, Parvati, 
Ganesa and other gods of Java, Champa and other places are 
the doing of Hindu Artists. 

65. H K. Sastri— South Indian images of Gods and Gddesies p 1-2. 



CHAPTER VI. 

Traditional Convention. 

From ancient times, Indian atZpa has handed dot\n asanas 
many traditional conventions, which can still be found in the 
images of tne prefen t age. They have been so closely asso- 
ciated with Indian images that they now form part and parcel 
of the images. No artist would now mould his image without 
giving a proper place to these conventions. The Indian 
traditional conventions are nessary to give expression to the 
ideas of the sculptors. What is the function of the images ? 
They help the devotees in attaining yoga and meditation. The 
images, therefore, should lie in a contemplative mood so that 
they can inspire the devotees with meditation. The postures 
m which the images are represented have different names in 
Indian Iconography. If we examine closely all the Indian 
images. Me shall find a variety of postures. The postures are 
mainly taken from the India yoga sastra, which speaks of 
gsev eral attitudes helpful for the purpose of meditation. It is 
said that 84 hundreds of thousands of asana are spoken of by 
the god Siva, of which only 32 are mentioned as important 
in the Gheranda Samhitd They are : — 

1. Siddham (Perfect posture). 

2. Padmam (Lotus postures). 

3. Bhadram (Gentle posture). 

4. Muktam (Free posture). 

5. Vajram (Adamant posture). 

6. Swastika (Prosperous posture). 

7. Sinham (Lion posture) 

8. Gomuhha (Cow-mouth posture). 

96. Translated by Srisa eh Vasa in sacred Books of Hinln (Allaha- 

bad.) 



57 


g. Ft ra (Heroic posture) 
i o. Dhanur ( Bow posture } . 

1 1 . Mrtam (Corpse posture). 

12. Guptam (Hidden posture). 

13. Matsyam (Fish posture) 

14. Mafsendra. 

15. Gorakga. 

16. Pasehimottana, 

17. Ut leatam (hazardous posture';. 

18. Sanhatam (Dangerous posture 

19. Maywram (Peacock posture). 

20. Kukku'arn (Cock posture), 

3 t. Kurma (Tortoise posture). 

22. TJt.tana J£anduka. 

23. {JHana Kurnakam. 

24. Vrlesa (Tree posturs). 

25. Manduka (Frog posture) 

26. Garwi'i (Eagle posture) 

27. Frsowi (Bull posture). 

a8. Salabha (Locust posture). 

39. MaJcara (Dolphin posture). 

30. UsMram (Camel posture). 

31. Bhujangam (Snake posture;. 

32. Yoga. 

Of these th rly-two kinds of dmnag known in our yogatib- 
ira, the following are generally observed in Indian images 

1. Hhe Podmaaa'ia— Is thus described in the Ghtranau 
Samhiid : “ Place the right foot on the left thigh and similarly 
the left one on the right thigh, cross the hands behind the 
back and firmly catch hold of the great toes of feet as crossed. 
Place the chin on the chest and fix the gaze on tlie tip of the 
nose. This posture is called the PadmUsam (or Lotus pos 
ture>” 
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In actual practice, we, however, find that the Images 
fulfil only the first condition. In Iconography, a seat of padma 
(lotus) is also generally given to the images. 

2. The yogasana .— Says the Gheranda Samhita : "Turn 
the feet upwards, place them on the knees : then place the 
hands on the asana with the palms turned upwards ; inspire, 
and fix the gaze on the tip of the nose. This is called the 
yoga posture." 

In Iconography, this yogasana is also known as the dhyana 
posture Images of Lord Bhudda are often seen in this atti- 
tude. It is not a rare sight to find Buddha sitting merged in 
deep meditation. The best example of this kind of dhyani 
Buddha is found in the Sarnath School of Sculpture. 

3. Virasam z— is thus described : “ one leg (the right 
foot) to be placed on the other (left) thigh, and the other foot 
to be turned backwards : This is caHed the Virasana (Hero- 
posture).’’ 

The asana is not generally found in Indian images. We 
have in its place what is known as sukhdsina or happy posture 
in which the left foot is placed on the right thigh and the other 
toot is stretched downwards. This is also known as the ardhi 
p i»-yrf9ifeo-posture. 

4. The Swaatikasana — ** Drawing the legs and thighs 
together and placing the feet underneath them, keeping the 
body in its easy condition and sitting straight, constitute the 
posture called the swaatikasana.” 

5. The Vajrasana — is thus described : " Make the 

thighs light like adamant and place the legs by the two sides. 
This is called the Vajraaana”^, 

We should not confuse it with the Vajrasana of the 
Mahabodhi temple Gaya, on which the image of Buddha is 

Gherimda Samhita, S. B. H. Trans. S. C. Yttsu, p. 30 . 



59 

placed. That Bo lh Gaya asana was built by the great Bud- 
dhist Emperor Asoka. 

Beside* these various kinds of asanas, another kind of 
ftud jSs. traditional convention in Indian silpa is the mtslrfis. 

There are twenty five kinds of madras according tn 
the Toga'taifra. We find them mentioned in the Gbranda 
Xamhita They are * 

( i }. Mahamutlra. 

( 2) . Nahho-mudrS. 

(3) . Uddlyana. 

(4'. Jalandhara. 

(5) . Muiabandha. 

( 6 ) . Mahabandha. 

(7) . Mahavedha. 

(8) . Khecharl. 

(9) . ViparitakarT. 

(10) . Yoni. 

(11) . Vajroni. 

(12) . 6aktichalani. 

(13) . Tadagi. 

(14) . Man^avi 

(15) . 6ambhavi. 

(16) . Pancha-cJharana (Five dharanas). 

(21) . Asvinl. 

(22) . Pawn!. 

(23) . Kakx. 

(24}. Matatjgi, and. 

(25). Bhujanginu 

We, however, do not find these madras in Indian images, 
which show us only two kinds of mudr&s, namely, abhayt 1 and 
Varada mudras. Fine specimen of these madras are found in 
the statues of Buddha of the Sarnatbm School. The abhaya 
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jaudrd affords abhaya or protection to the devotees with one 
hand of the image ra : sed with the palm turned outwards. 
While the varadn mudra offers vara (boon) to the devotees 
with one hand hanging dn\n with the palm turned outwards. 
Mayaia&tratn 6i describes both these muiran as applied in the 
case of a god, when it says s— “ When the tip of the thumb is 
placed at the end of the breast, it is the attitude of abhaya or 
protection of the god. If the hand is on the waist it is said to 
be the attitude of giving vara or boon.” 

These attitudes are also described by Fratima-mana - 
lakaanam. 

Ornaments ' " • 

and For the decoration of the images vari- 

Decorations : ous ornaments are used by the til-pins. The 

modern artists in making the images follow the 
old Indian convention. These conventions have grown up 
with the culture and civilisation of India. Many con- 
ventions are borrowed, so to say, from Indian literature. 
We get these traditional rules in our Ms. Pratima-laksana and 
other books. It says that the thigh should be decorated with 
hetdki flowers and other auspicious signs. The arms should 
be decorated like the cloud. The neck will bear various marks 
of rekhas or lines and the face will be like the eandramandala 
(halo of the moon). The lips will have the decoration of a 
Prabala. The nose would be like a tila flower and the eyes 
like the petals of a lotus. 


The Ms. then proceeds on with the ornaments for images. 
It says— on the head of the pratimd would be a big crown of 
jewels (ratna) and the head should have blue hair. There 
should be some ornament on the forehead, as well as a 
makarahundala. The image should be adorned with the 
necklace (hara) t Keyura and cannavari* It should also have 
a belt rounds the waist (vdarabandha) as well as a long 




aitra. The pratima should have various kinds of bracelets: 
bahubandha (for the arm), manilandha (for the wrist 
and Kankai.iatn. It should also have a ring, a KatUitra 
(a thread lor the waist;, yellow kaparta and i,uj.vra for the 
toe. The toe should be decorated with a ring of jewel, in 
the right hand, the image should have a eakra (disc) and in 
the other one a aankha (conch). The pratima should be placed 
on a lotus. The image, thus described, seems to be that of 
the god Vifiju with his sankha and eakra. There should be 
round the neck both ratna mala (the garland of jewels) and 
vaijayamala. These are the lakganas spoken of by the former 
aodryas. 

In a later work called &dhrdaya-lila by Sri Rajanakaruy- 
yaka, we find seven kinds of ornaments for women spoken of. 
They are : — 

(l) (X) WtS*l 

VO ifrsst 

(%) (v») mton 

(«) *TT5tl 


Ratna again is of 13 kinds t 


(*.) W 

(\) vmw ? 
(w) msm 
<x) 

<*>*S**' 


(vs) g«w*T 

(c) 

{%> 

(*•) sfarxrer 
UO 

Ux) y s E wi 
UX> 


JJrma is of nine kinds : 

< X ) («> (») arasa 

00 xiTri^wfi (x) >T*fr (c) xqftg 
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Again Ratna-hemamaya is of four kinds : 

(1) which includes cTT^t, l 

( 2 ) f*R?SF¥te?, which includes 3T*T^, t 

(3) which includes ^5335 I 

(4) snifc*r> which includes 5TT35P3, *flf?5f»T5re ll 

Ameuki is divided into four kinds : 

(1) (made of silk) (3) (silken cloth) 

(2) ( nade of cotton) (4) ^t^»3Tf (woolen cloth) 

Malja (garland) is of eight kinds : 

(1) %ffKT (5) 

(2) f^cRT stretched on the side (6) 

(3) ^SRSST made of many flowers (7) 

(4) irfwrast (8) ScTOB 

Mandanadravya includes ( musk ) 

(Saffron) (Sandal), (Camphor), 

(powder), 1*55, 5m^55 9 <*335 (a red colour) | 

Yojamt includes (1) and (2) 9}^; (hair- 

dressing) and (3) srf&raeFSr I 

PraJcirna is of two kinds (1) 5F3 and (2) 

Janya includes (1) 3TO3I3 and (2) I 

Nivesya ieclndes (1) Durva (2) Asoka twig (3) Yava 
blossoms (4) Rajata &c. 

It is said that these ornaments and decorations should vary 
according to delta (country) and time, 69 

In Bharata's Natya§a&tra also we get a description of 
various lands of ornaments. According to Bharata the orna- 
ments of the body are of four kinds, namely, 

<9B) KStjmb& 1&, Part 7, Nirnayasagara Press, Bombay 1888. 
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(1) WfrRi (2) aFvmTqr (3) (4) sifTtal I 

3n%£3f includes lunrltilci \nd other nrnamrnt- of the ear. 
refers to cwgid t an I other kinds of girdless, 
would include nupiira and other ornaments, and 
would refer to the gold chain and other kinds a 

necklace. 

Bharata then goes on to mention other kinds of orna- 
ments. He says that the decoration of the head are eidamani 
and Mukuta (crown), for the ear Kuiv]dn, for the neck 
Muktavctli, Ears ilea and at fra (kind ot necklace), for the 
finger, vatika and ctvgulimutlra (ring), for the upper arm 
keyura and angad' r, for the neck an 1 breast trisara and hara 
(necklace), for the waist t train and siVraka (belt), tor the body 
hanging jewel neeklace amt garland. 71 

This is what we know of the decorations and ornamants 
from Bharata’s Natya&Utr a. If we study ihjp specimens of 

(vs©) ■Eigfrog f i — ~ 

skctNh (■-> Mrit&q: ii ** u 
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Indiam sculpture, we shall find how many different kinds of 
dress and ornaments the Indians used to wear. The Buddhist 
sculpture of Sanchi shows us that the Indians were in the habit 
of using turbans. Any Sanchi or Bharhut statue would show 
us the ornaments that were used by the male and female in the 
Buddhist age. In the Vedic period ' ornaments in the shape of 
necklets, earrings, anklets and bracelets were worn by both 
sexes and were usually made of gold.’ From the Buddhist 
literature we learn that honourable crafts were ivory- working, 
leaving, jewellery and work in precious metals. (See — The 
Cambridge History of Tndia, Vol. I, p, 207). 



CHAPTER VII. 


Fat ttblaJktanan. 

Another interesting branch of the Indian SilpaiaMra is the 
science of architecture { Vast#$atira), We have already 
referred to the existing mass of literature on this subject. 
Unfortunately, all the works written by Silpdaaryas have not 
come down to us. They have been destroyed by the cruel 
hand of destiny. We have, however, the names of these 
writers preserved in the Matsyapurgnam. They are known as 
Vdstustorpadetalca or instructors in the science of architecture 
and are eighteen in number. These sages are t (i) Bhfgu, 
fa) Atri, (3) Vasistha, (4) Visvakarman, (5) Maya, (6) Narada, 
(7) Nagnajit, (8) ViSalaksa, ($) Puramjara, (10) Brahma, 
(n) Kumgra, (12) Nandisa, (13 Saunaka, (14) Garga, <15) 
Vasudeva, (16) A^iruddha, (17) 6ukra and (18 Bfhaspati. 72 

Works of a few sages like Viwakarman, Maya and others 
are now existing. From their works we can have an idea as 
to how %r the science of architecture of the Hindus had 
progressed. 

The VattuiaUra represents the Indian science of building 
not only houses for ordinary people, bat also palaces, halls, 
stables, forts, treasury-rooms, council-rooms for kings, as well 
as the laying out of villages and cities. 


(72) Ibtsyspunpip, elk, 252, 1. 1*4 *, 



How should the Silpin proceed in building a house ? 
We get the answer in Kamikagama, which lays down the 
following order : — 73 

(1) The investigation of the suitabbe time for build- 
ing the house (W3qftW) I 

(2) The fixing of suitable sites 1 

(3) The examination of soils • 

(4) The performance of sacrificial rites (3f&:) I 

(5) Places for different rooms in buildings, 

(6) The levelling up of the sites I 

(7) The placing of Samku ( I 

(8) The foundations (q^fsfof?r.) | 

(9) Laying out works (^rf^RJTCi:) I 

(10) Sacrifice to gods ( ^aRUqfe) i 

(11) Verandas and open spaces in the building (*J^- 

1 

(12) Foundation-stone laying ceremony 74 


(78) Tha Indian Silpasastras or Manual arts by Mr. M. A. Ananth- 
alwsr, B. A., A, C. E. t B. C. E., in Vedic Magazine, Ang, 1924 p 363, 

(vse) faww a t i 

fqu? q : 1 

Wl?l srfSBSKT. I 

sltaflC : tfWit l 

gtscktnmi q^wfq* j 

snw*. i 




(Kami kagama, 38 Patala). 
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About the proper time for building a house, the ft'fya texts 
like V i&vafai rmaprakdsa, YukttJcalj>aiaru 7# and others prescribe 
suitable rules. The Matsyupuranam, 76 Vatiupraka rann m also 
give certain rutes. The Viizakarmaprahasa holds that any 
one who makes a new house in the month of caitrn suffers 
from disease, in Vaisakhi gets wealtth and jewels, in Jaiatha 
get* death, in daada servants, jewels, animals, in Srdvana 
friendship, in bbadra loss of friends, in ctinimi fighting, in 
Kartiha wealth and baddy, in margahiraa the increase erf 
wealth, in Pama the fear from thieves, in the month of magha 
the fear from fire, in Phdlguni the increase of fortune." 77 

After selecting an auspicious moment for commencing the 
building, the'ailpin should then proceed (o the examination of 
the soil. The Vastvvidya lays down that the land which smells 
ghee is be t suited for the Brahmins, which smells blood for 
the Ksatriyas, which smells rice for the Vnisyas and which 
smells wine for the sudars. 7s* 

(75) P. 32, 6. 212. 

(76) Ch 233. s 2-3. 
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Another rule for selecting the vastu land is : 

Sweet earth is for the Brahmins, 

Bitter earth for the Ksatriyas, 

Sour earth for the Vaisyas, 

Pungent earth foi the Sudras. 79 

The &ilpa writers also say what sites should be avoided. 
They say : " Land at the side of a temple or in front of one, 
land forequented by devils and hobgoblins, land on the right 
side of a temple sacred to Kali, or land belonging to the high 
road, are not suitable for building-sites. Should, however, a 
man be so far lost to decency as to build upon such sites, his 

wife and children shall die, his cattle and all that he has will 
perish, and, alone in the world, he will wander from place to 
place, a beggar living upon alms. 

” The site of an old or ruined church (?), land in which 
snakes dwell, land upon which Pariahs resided, land upon 
which sages have resided, burning grounds, battle-fields, these 
are unsuitable for building-sites. Should a man braid upon 
them, he and his relatives will perish, and the house ■mil 
become a jungle.*’ 80 

The Ofilpin should then divide the site into sixty-four parts. 
About this ground-plan of the house, it is said— ** Divide the 
site into sixty-four parts, the four central portions constitute 
Brahma’s place (Stkanam), the four portions or rooms at the 
corner of Brahma’s dhanam are for guardian demons, the eight 
portions or rooms adjoining these latter are for guardian deities, 

(79) Silpusstts by R«r. J. F. Kssras Indian Antigmrf 1876, p. SSL 

(80) IM p. 335. 
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the remaining forty-eight portions are for the use of the people.” 
It is illustrated by the following chart 8 *. 


Chart of a house or ground- plan. 
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In constructing temples great attention should be paid to 
the gnomon, which is said to be " twelve fingers in length; 
three-fourths of which should be absorbed by the head (or the 
thickest part of the instrument), and the remaining one-fourth 
should taper off to a point like a needle, the whole being turned 
In a lathe and resembling in shape a conch-shell.” 82 

Of the various kinds of temples, Manasdra describes the 
vimana* or pyramidal temples. A rimdna consists of from one 

(81) AM M6. 

(83) AM p. 386. 
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to twelve stories and may be built round, quadrangular or of 
six or eight sides. 

It is said that “ Vimanaa are of three sorts, distinguished 
one from another by the principal materials of which they are 
formed, as suddha, pure ; misra, mixed ; and Sankima, 
anomalous. An edifice is called Suddha which is composed of 
but one kind of material, as stone, brick etc., and this is 
considered the best of all. Misra is that which is composed of 
two lands of materials, as brick and stone, or stone and metals; 
and Sankirna is that which is composed of three or more 
kinds of materials, as timber, stone, brick, metal etc. 

The temples have different parts, of which our itlipa 
writer! say : 

u Temples consist of gurbh/iQTho> (the womb of the house), 
the cmtarala (the anti-temple), and the ardha mantapa (the 
front parties). The diameter of the whole length of the 
building, including the walls, is to be divided into four and a- 
half or six parts ; and the garbhagrha to take up two, two and 
a half, or three ; the antarala, one and a*half or two ; and the 
ardha manti one or one and a-half /' 1 

Varahamihira in his Brhatsamhita lays down several rules 
relating to temples. He says : 

11 Let the area of a temple always be divided «into sixty- 
four squares, while it is highly commendable to plan the 
middle door in one of the four cardinal points. 

‘ ‘ The height of any temple must be twice its own width, 
anti the flight erf steps equal to a third part of the whole height 
(of the edifice). 

“ The adytum measures half the extent (of the whole,) and 
has its separate walls all around. Its door is one-fourth of 
the adytum in breadth and twice as high. 

(88) Essay on the architecture of the Hindtje by Raw R&J, p. 49. 

(80 ZHd p. *3. 
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** The side-frame of the door has a breadth of one-foorth 
of the attitude ; tike wise the threshold ; the thickness of both 
doorposts is commonly stated to be equal to one-fourth of the 
breadth. 

" A door with three, five, seven or nine-fold side-frames 
is much approved. At the lower end, as far as as the fourth 
part of the attitude of the doorpost, should be stationed the 
statues of the two door-keepers. 

** Let the remaining part be ornamented with (sculptured) . 
birds of good augury, Srlvyksa -figures, crosses, jars, couples, 
foliage, tendrils and goblins. 

“ The idol, along with the seat (i, e., pedestal), ought to 
have a height equal to that oi the door, diminished by one- 
eighth, of which two-thirds are appropriated to the image and 
one-third to the seal.’’ 

According to the Indian iSilpacaryaa, there are twenty kinds 
of temples. They are enumerated thus s 

(l) Meru. (n) Kunjara. 

(а) Mandara, (12) Guharfija. 

(3) Kailasa. (13) Vrsa. 

(4) Vimana-figure (14) Hansa. 

(5) Nandana. (15) Sarvatobhadra. 

(б) Samudga, (16) Ghata. 

(7) Padma. (17) Sinha. 

(8) Garuda. (18) Rotunda. 

(9) Nandin. ( J 9 ) Quadrangle, 

(10) Vardhana. (20) Octangle. 

All these different kinds of temples have been described 
by Varahamihira in his Brhotsamhita. He Says : 

(1) " The Meru is sexangular, has twelve stories, variegat- 
ed windows, and four entrances. It is 32 cubits wide. 

(a) " The Maivlira is 30 cubits in extent, hasten storeys 
and tu rrets. 

(85) J, it. A, & 0*- 8. >VI, 317. 
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( 3 ) “ The Kailas a, too, has turrets, and eight storeys ; it 
measures 2? cubits. 

(4) " The Vimana is 21 cubits in extent, and has latticed 
windows. 

( 5 ) ,T The Nandana has six stories and sixteen cupolas ; 
It measures 32 cubits. 

(6) " The Samudga (i. e. round box) is round. 

(7) “ The Padma (i, e. lotus) has the shape of lotus, 
measure eight cubits, has one spire and only one storey. 

(8-9) *• The Garuda and Nandin show the form of the sun- 
eagle, are 24 cubits wide, <must be constructed with seven 
storeys, and adorned with twenty cupolas. 

(io) “ The Kunjara (2. Q. elephant) has a figure like an 
elephant's back, and is sixteen cubits long, and broad at 
the bottom. 

(u). ** The Quharaia likewise measures sixteen cubits. 

Both have a roof with three dormer windows. 

(12) . '* The Vrsa (i.e., bull) has a single storey and one 

turret, is everywhere round, and measures twelve cubits. 

(13) . " The Hansa has the form of a swan. 

(14) . “ The Ghafa, being shaped like a water-jar, has an 

extension of right cubits. 

(15) . f * The 8 arvatobhadra has four entrances, many 
summits, many beautiful dormer windows, and five storeys, its 
extent being twenty-five cubits. 

(iS). “ The Siriha is a building with twelve angles, and 

is covered by lions ; it is eight cubits wide. 

(17-20). “The four remaining (namely. Rotunda, Quadr- 
angle, octangle and sixteen-angle) are dark (in the interior). 
The Qaadrangle has five cupolos (whereas the rest have one 
only).” 86 

Unfortunately, we donot find Instances of all these lands 
of temples in existence in India. The existing temples in India 
may be grouped under four classes, namely : — , 


UT 4 &. 






73 


(l). The Orissan type, specially found in Orissa. 

(a). The Bengali type in Bengal. 

(3) . The Gujrati type in Gujrat, and 

(4) . The Dravidian or South indian type. 

According to the Sfulcraniti, however, there are only six 

teen kinds of temples, it says : 

*' ( The temples are) to be of the Mtrit or 50 me other ol 
the sixteen types ; to be beautiful, round, square or of some other 
mechanical form ; to have 3fciulapas or halls, wails, gnpura j 
or central gates; to hive height twice or thrice the width, to 
have good images inside made according to the prescribed 
rules, to have water at the foct anti to be well painted or 
decorated.” 

We give below the names of these sixteen kinds of temple* 
with their characteristics : 


Type. 

Domes. 

Stones. 

Height 

in 

cubits. 

Width 

in 

cubit*. 

I* 

Meru 

1,000 


I^COO 

1,000 


Mandara 

875 

I to 

875 

875 

3. 

Rkfamfth ... 

766 

56 

7*)6 

7C6 

4* 

Dyumani 

670 

84 

670 

670 

5 - 

Chandrasekhar a .. ,U 

586 

74 

586 

586 

6. 

Maly a van 

5*3 

65 

5*3 

5*3 

7* 

ririjatra 

449 

57 

449 

449 

8. 

Ratnaeiifa; ... 

393 

50 

393 

i 

393 


(0). B. K> 8trbu4dnu>iU. eh. IV. we. IV PP* 188-107. 






74 


T}*pe* 

Domes. 

Stones. 

Height 

in 

cubits. 

Width 

in 

cubits. 

9. 

Dhatcman 

344 

44 

344 

344 

IO. 

Padmakcsa 

301 

36 

3oi 

301 

IX. 

Puspahasa 

263 

32 

263 

263 

X 3 « 

Sikara 

230 

23 

1 

230 

230 

13. 

Swastika 

201 

25 

i 201 

201 

14. 

Mahapadma ... 

176 

22 

176 

176 

15. 

Padmakuta 

i 54 

19 

154 

* Si 

16. 

Vijaya 

135 

17 

135 

*35 

88 


If we compare this list of temples as given by the sage 
fifalcra and the one in Brhatsamhita, we find only Meru, 
Mandara and j Padma (maiiapadma) in common. 


The SuJeraniti describes the Meru temple thus: "A 
Moru temple is that which has one thousand domes, has one 

hundred and twenty-five stories, is one thousand cubits wide 
and one thousand cubits high.” 

The temple should have a mandapz or a hall which is to 

be adapted to each and one-fourth less than the temple In 
height. 

There is an Oriya Silpa, Ms. called Bkuvanapravesa, 
which gives the names of several temples with their sketches! 
It belongs to &-I Baba ji MaharaJja, son of Govinda Mahara«a 
___■** The reading of this Ms. unfortunately is so corrupt 

l»> F. 167. ” — 
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that it is next to impossible to restore the original version So 
we are unable to restore all the names given in that Ms. We 
can make out only the following names : — 

(1) Mahfmeru. (6) &-£ Vatsa 

(2) Mandara. (7) Nandi. 

(3) Kailasa (8) Vf?a. 

(4) Bhadra. (9} Haijisa. 

(5) Kesari (10) Garu£a. 

(1 r) Laghu Vimana. 

The ground-plans of temples in North India are more 
rectangular. The Agni Turam says that the ground plan of 
every building should have four equal sides. The ground- 
plan of ordinary buildings is described in the Ra ia-Mdrfa&da 
of Raja Bhoja of Dhar and EliLpaeUlram, a a text from 
Orissa. In these books sixteen kinds of ground-plans are thus 
described : 

t. JLya&a or oblong. 

а. Caturasra or square. 

3. Vrtta or circular. 

4. Bhadrdsana or oblong, with a rectangular court-yard 
in the middle. 

5. Cakrz or disc-shaped. 

б. Viaa.mava.hu, linear or long and narrow with two 
unequal wings. 

7. Trikona or triangular. 

8. jS fakifakrti or cart-shaped or quadrangular, with a 
long triangular projection on one side. 

9. Daiyla or staff-like or long and narrrow like a 
barrack.’ 

15 . Panavi9ii\slhinx or quadrangular, with the opposite 
sides hallow-arched, or concave like the mouth of the musical 
instrument called panava. 
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1 1, Like the musical instrument muraja. 
i a. Vfhmmukhn or wide-fronted. 

13. Vyajana or heart-shaped like a palm-leaf fan. 

14. K&r mar* pa or circular with five projections tike a 
tortoise with its four projecting feet and head. 

15. Dhanuh or arched like a bow, and 

16. Sirpx or horse-slioe-shapeJ hke the winnowing 
fan. «> 

The Efilpibaafrim from orissa gives the list in a different 


manner. 

We may compare these two lists with profit : 
Rajxmjrtinii. SUpaMsiram. 

1. 

Ayata 

ft ft ft 

Ayala 

a. 

Caturasra ... 

ftftft 

Caturasra. 

3 . 

\ ftta ... 

• • * 

Chattra (Umbrella-tike). 

4 - 

Bhadrasana ... 

ft » « 

Bhadrasana. 

5 * 

Cakra 

• •• 

Cakra. 

6 . 

Visamavahu ... 


Visamavahu 

7 - 

Trikona 

**• 

Trikona. 

8 . 

6 akatakfti 

ft • ft 

6 akatakfti. 

9 . 

Dan^a 

* ft ft 

Dar.ija. 

10. 

Parava ... 

ft ft ft 

Prana va. 

1 r. 

Muraja 

• ft ft 

Murti. 

12. 

Vfhanmukha 

• • ft 

Gfhada. 

* 3 . 

Vyajana 

ft • ft 

Vyajana. 

14. 

Kurmarupa 

• • ft 

KQrmaka. 

* 5 - 

Dhanuh 

ft ft ft 

Dhanurakara. 

16. 

Surpa 

• •ft 

SQryaka .90 


About the merits of all these different kinds of houses it is 
said in the Eajamarianda : 


** The oblong insures success everywhere ; the square' 
brings in money; the circular promotes health and prosperity; 
the rectangular with a courtyard fulfils all desires* the 

(SB) ludo-Aryuna By By R. L. Mitis, Vol. I, p 54. 

(SO) Silpawatnua (Cuttack, 1S23), eh. 1, 8. 16-17. 
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ianetted wheel causes poverty and the unequal-winged bereave- 
ment ; the triangular makes the owner a king, and the cart- 
shaped leads to less of wealth. Cattle die away if the flan 
be staff-Uke, and vision is lost by the panava shape. The 
muraja shape causes the death of the owner's wife ; the wide- 
front, loss of wealth ; and the fan-shape, loss of situation. 
The tortoise leads to theft, so does the bew-shape , while the 
horse-shoe form causes loss of wealth.’ 1 ®* 

1 he Vast* sastra also deals with the laying out of villages 
and towns. About the villages, the VaaiuSSttra lays down : 
“ The village site should be divided into seven, eight or nine 
equal parts, both in length and breadth. The central portion 
is called Brahma ; those adjoining it Daiva • those adjoining 
daisa , Mdnum and the outside ones are called Paiiaca, The 
Brahmin caste should live in the Brahma a id Daiva parts and 
the aitisans or labourers and non-dtetja castes should live in the 
Paiiaca part. 

" Outside the village site on the south should be the sheds 
for the cattle, on the north should be flower gardens, on the 
east should be horses etc., and soldiers and t,n the west the 
residences of austere persons. Inside the village site merchants 
should live in the south and labourers should be close to them. 
The quarters of brick-makers should be in the east or north 
and near them should live barbers and such other artisans 
engaged in various crafts. In the north-west the quarters of 
fishermen should be situated. In the west should be the 
quarters of men engaged in the trade of flesh. The quarters 
of oilmen should be situated in the north. All parts of the 
town should be supplied with water by means of cisterns, 
wells etc. 

In a town in which all the four classes of people live, 
the king should have his own residence with Its face towards 

<•!) Indo-Aryaa. Tol. I, M»- **so U WPL 
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the east or north. On the north-east of the, king’s palace 
should live acarya, purohita and the ministers with (sicred) 
places for fire and water. On the south-east should be fire- 
places (kilns), stables for elephants, and the accommodation 
for stores. 

" Beyond this on the east side should be the K§atriya 
and the principal artisans etc., dealing in perfumes, flowers, 
corns, and (liquids) juice extracts. In the south-east* quarters 
should be situated house of the dealers In pots, (money-lending) 
accounts i.e , banks and shops of various products or articles. 
In the south-west part should be situated the store-house and 
arsenals of arms. Beyond these on the south should be the 
residential portion of the citizens, dealers in corn, dealers in 
manufactured articles, and heads of soldiers and police, dealers 
in confectionary, liquors and flash, the residence of harlots- and 
dancing girls and Vai*yas.”92. 





CHAPTER VIII. 

Citra-Laksanzm. 

The new school of Indian Art under the guidance of 
Dr. Abanindra Nath T.«gore tries to revive the old system 
of Indian painting. They seek their inspiration from the 
specimens of Indian painting as preserved in Ajanta and 
Bagh paintings. 

It is asserted by some European scholars that there is no 
text in India about painting. This is far from the truth. 
In VifnndharmoUaram we have a few chapters dealing with 
the science of painting, so also in S'.lparatnam. The Tibetan 
version of Ciiralal’scncm is also well known. 

About the origin of the science of painting, we get the 

following story in Citralakaanam : In olden 
r g a o » a ng. ( j a y g was a pj 0U s king named Bhayajit. 

Under him, all the subjects were happy and prosperous. 
Once a Brahmin came to him crying — *' Oh king, there 
is certainly sin in your kingdom, or why my young son 
will die untimely? F lease get my son back from the 
other world.** The King accordingly demanded the return 
of the Brahmin son from the god Tama, on whose refusal 
a fight ensued. Yam a was defeated. Then came Brahms, 
the creator, who told the king: “Life and death follow 
karma. Yama has nothing to do with them. You rather 
draw a picture of the Brahmin son.” The king did so. 
Brahma put life to that picture and told the king: " As 
you have conquered the Nagtta $retae (naked ghosts) you 
will be, henceforth, known as Nagnajit, you could draw 
this picture of the Brahmin son only through my grace r This 
is the first picture in tins world. You go to the cSviae 0 tigayt 



Visvakarman, who will teach you everything regarding 
citravidyd.’ ’ 

Thus, according to ciiraiah'sani m, the science of painting 
( eitravidya ) arose in this world. We, however, get a different 
story In VltnudharmolUram - 3 as to the origin of this science. 
The rules of citrti were evolved by the sage Narayarja for the 
good of the world. It is said by the sage Markan^eya : 1 he 

two sages Nara and Nirayana were engaged in penance at 
their hermitage of Vadari. While they were thus engaged 
In practising penances, the apsarasas came to cause hindrance 
to their penances. Roaming amorously and culling flowers 
they were seen by Nftrayana, who could easily discern their 
purpose. Taking the juice ot a mango tree, which excites 
amour, he created the auspicious nymph with charming limbs 
by making a picture of her. The damsel, beautifully drawn, 
created through painting, in that very moment was endowed 
with large eyes. No goddess, no gandhctrvl, no wife of an 
tttmra and no ndg% damsel, no woman like her was (to be 
found) in the three worlds. Having seen her, all the ten 
apsarasas went away in shame. 9*. 

It is therefore, said that the great sage Narayana for 
deceiving the apsarasas , created the most beautiful woman 
Urvctli taking the juice of a mango tree. By means of the 
science of eitra she was endowed with beautiful form and 
became the best aptard. The great sage having thus created 
(the art of) eitra, with its rules, made the immovable 
Visvakarman apprehend it. 06 

Thus we get two different versions as to the origin of 
titra-vulyd. One version ascribes the origin to Nagnajit, 
while the other one to the sage Narayan*. W hoever may be 

Part I, eh* 139, • 1-18. — 

(•») SW1U KiatU eh— Th» Vivgqdkanaottsnun p. S3. 
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the originator of this science, there seems to be no cfoubt that 
the science of painting was already prevalent in the Buddhist 
period. The king Prasenajit could boast of a picture gallery 
where the Bhikkhunis were forbidden to go. 


The earliest instance of Indian painting is found on the 
fresco in the Jogimara cave of the Ramgarh hill with'n the 
coniines of the Surguja State Dr. Bloch visited this cave 
in 1904 and assigned the fresco to the third century B C. 
on the basis of a short inscription in Brahmi character, which 
is said to be contemporary with the fresco. Sir John Marshall, 
however, puts it to the fin-t century of the Christian era. 
The painting of this cave is not clearly visible. Unless one 
looks carefully, one sees only a few crude paintings. On closer 
examination a few drawings with no colour can be seen. 
Evidently, says Sir John Marshell, the fresco has been repainted 
and added to by some untutoured hand at a time when most of 
its colouring had faded, and these few linear drawings are all 
that is left of the original work. It is, therefore, suggested 
that this fresco appertains to the early school. 06 

We may place the paintings of the caves g and 10 of 
Ajanta to A. D. 100. These are the earliest examples 

of Indian painting. 

The Indian literature speaks of sixty-four halos or fine 
arts. Of these Tcalas, the science of extra or painting occupies 
a prominent place. In his Kami su.tr a Vatsy&yana gives 
eitra^vidya the fourth place. It is, however, maintained in the 
Visnudharmottaram that the science of painting occupies the 
first place among the fine arts and can give even dharma, 
jeS m a ariha and moksa. In whatever house a picture is placed^ 
it brings good to that house. 08 
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According to the Indian Silpaoaryas, there art foot 
classes of painting, namely : — 

(1) Satyam or true to life, in an oblong frame. 

(2) Vainikam or picture with less grandure in a square 
frame* 

(3) Ndgaram or of the citizen, in a round frame. 

(4) Mi" ram or mixed. 

These types are thus described in the 
I, whatever painting (bears) a resemblance to this earth, 
with proper proportion tall in height, with a nice body, 
round and beautiful is called Satyam . II. That is called 
Vaiwikam which is rich in the display of postures, maintaing 
strict proportions, placed in an exactly square field, not 
phlegmatic, not (very) long and well finished. Ill That 
painting should be known as ndgaram , which is round, with 
firm and well developed limbs with scanty garlands and 
ornaments. IV. (Oh) best of men the misram derived its 
name from being composed (of the three categories).! 00 

As In Indian literature, so also in paint* ng, there are said 
to be nine kinds of rasa or sentiments. They are 

{*) Sr'hgara or erotic. (6) Bhayanaka (fearful). 

{2) Bdeya or laugh-exciting. (7) Bibhat&a (loathsome). 

(3) Karuna or pathetic. (8) Adbkuta (strange)* 

(4) V%ra or heroic (9) Santa (peaceful). 

(5) Ratt&ra or furious. 

It is the fashion now a days to keep pictures depicting all 
these sentiments In the house. But our &ilpa€aryas lay down 
that pictures of all these rasas should not be kept in the 
house. It is laid down by the Hlpa writers : “ Pictures to 

embellish homes should belong to £rnff&ra 9 hasya and Santa 
***** The xcst -shou ld never be used (in the bouse) of 

( 99 ) Fart III, ch. 4X, 1 . 1-6. 

<!*»> 8- p. *5, 



anyone.” It is different, however, with the palace of * Icing 
dr the temple of a god, where pictures representing all the 
nine kinds of sentiments (rasa) may be kept. According to 
the Silpa texts s “Except in assembly (halls) of kings and 
in temples, the inauspicious, (as for instance) bulls with horns 
(immersed) in the sea, and men with their hands sticking out 
of the sea, whilst their body is bent under water, men with 
ugly features, or those inflicted by sorrow due to death and 
pity, war and the burning ground, should never be depicted. 1 ' 

What are the defects of a painting according to the 
Indian acaryas ? The Indian Silpa writer- 
3>«f*cts of a citra. ma j n fc a ; n that * indistinct, uneven and inartic 

ulate delineation, representation of the human figure with 
lips too thick, eyes and testicles too big, and unrestrained in 
its movements and actions, such are the defects of a painting 
(citra).’ They also maintain that weakness or thickness of 
delineation, want of articulation, improper juxtaposition of 
colours are also said to be defects of painting. 

What, then, are the good qualities of a painting from 
the Indian point of view ? They are said 
* aaUtiBB of to ^ sWee tness, variety, spaciousness of the 
background, proportionate to the position of 
the figure, similarity to what is seen in nature and minute 
execution. Tbe Visndharmottaram also says : * Proper position, 
proportion and spacing, gracefulness and articulation, resembl- 
ance, decrease and increase these are the eight good qualities 
bf painting.' 

Tbe modem writers on Indian Painting often refer to the 
six main canons which tbe Indian artists 
m% limbs . of used to follow. Those sax main canons of 
Indian Painting, pa^^g are known as »ada*ga or 

Sfcc Limbs of Indian Painting. This tadanga is spoken of 
fey Yatodhara, t toe commentator of Vdtsy&yana’s igoeMtsebro. 



YasoJhara laid down that the artists shonld pay special 
attention to the six main points which constitute the Sa$a 1 iga 
of painting. He enumerates them thus s 

Dr. Abanindra Nath Tagore translates the Sadaiiga or 
Six Limbs thus : 

(1) Rttpalhfda—o r the knowledge of appearances. 

(2) Framanam — or correct perception, measure and 
structure. 

( 3 ) Bhzva — or action of feelings on forms, 

(4) Lavznya-Yojanctm—ar infusion of grace, artistic 
representation . 

(5) Sadr&yam — or similitude. 

(6) VarniTcabh’inga (bhedct ?) — or Artistic manner of 
using the brush and colours. 

These six canons constitute the main principles of Indian 
Art. They were followed strictly by the Buddhist artists. 
It shows how the ancient Indians studied this branch of science 
carefully. The first of these canons, RupalTieda , indicates 
the study of nature, knowledge of the figure, landscape and 
architecture. The second canon, Pramaiwm, refers to 
anatomy and proportion. The third, £hava s points to the 
effect of feelings on the forms. The fourth canon, Lavanya- 
yojanam, tries to infuse grace and beauty to the figure. The 
fifth one, Sddruyam refers to the similitude of the figure with 
the real object. The last one, Varnikabheda, refers to the 
correct use of the brush and colours employed in painting 
These are the essential conditions on which the Indian artists 
had to pay special attention. We find these canons faithfully 
followed In the Buddhist frescoes of Ajantft and Bfigh. It is 
interesting to note that the early Chinese artists also followed 
similar set of rules known as " The six canons,” first 
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mentioned in the sixth century A.D.i°l The Chinese might 
have borrowed the canons from India. 

In the Sanskrit literature we find several references to the 
art of painting. The kings were very fond of painting. 
In Kalidasa’s drama ^alemitxld we find the king Dusmanta 
making a picture of £akuntal& himself as it was becoming 
too much for him to bear the separation of £fakuntal&. In 
Bhavabhuti’s drama Udararamxcxritci we find Lakstnana show- 
ing the pictures of the past lives of Rim a and Situ to keep 
Sit a in good humour. From 6riharsa’s description we know 
that Damayanti hearing of Nala had the pictures of Nala and 
herself painted on the wall. 


As regards 
Colours in Painting. 


colouring, the ViS'tiudha.rmottaram says that 
the primary colours are of five kinds, 
namely, white, yellow, of the colour of the 


emblic myrobalan, black and blue. But the sage Bharata 
in his NatyaSSstra speaks only of four primary colours : sita 
(white), ni La (blue), jpita (yellow) and rahta (red). It Is for the 
artist to mix these primary colours. The sage M&rkanijeya 
says that if the blues are transformed a great deal, green 
colour is produced. It is either pure, with an admixture of 
white, or blue-predominating. One or more of these shades 
are used as it is suitable to the special painting. Thus beau- 
tiful paintings should be made yellowish like the durvd 
sprouts, green like the wood apple and dark like the kidney- 
bean. Blue tinged with yellowish-white becomes changed 
in colour and of various kinds according as either of the 
two (constituents) is present in greater or smaller degree 
or in equal parts. For that reason the blue lotus-colour 
( nVotpalanibha ) appears beautiful when partly shaded dark 
like the maact. By proper selection and distribution of colours 
paintings become delightful,! 02 


(101) Percy Brown— I ndian Painting, p. 21. 

(108) The Yisnudharmottaram (Eng. Trans), p. 44. 



Bharata in his N&tfaSastra speaks also of the combination 


of the four primary colours. He says : 

^r: I 

<?wr ^r: H $© n 


^TTRT ^T*! 3TRT% I 

srra% u 11 
Jn*T3nra% i 

II ^ ti 


The combination of the white and yellow colours produces 
panda (yellowish white) colour, that of white and red produces 
padma colour, that of white and blue produces Kapota (grey) 
colour, that of yellow and blue produces the harita (green) 
colour, that of blue and red produces the Kasaya (reddish) 
colour and that of red and yellow is known as the gdvra 
(yellowish) colour. 10 * 

Indian paintings were sometime executed oh walls or 
frescoes as in the AjantS or B&gh caves, or 
<?W“8 of vsint ng- Qn j-, oar( ] or 0n c anvas. When a picture 

js on canvas or board, it is known as Paid. In PancadaM we 
read how a picture on Pata should be made. We are tbTd 'of 
its four stages : (i) Dhauta — to be washed, (2) Ghattita — 
rubbing with rice (3) lanjchita — decorating it with the help 
of ink and (4) Paniita — painting it with proper colours. 10 * 

In a Buddhist Tantric work called aryamanj uSrimulaTcal pa 
(published in the Trivandrum Sanskrit Series) we get a 

description of Pata. (Vol. I, p. 13 1.) 

(108) Bharata** Natyasastra, cb. 21. 3- 60-62. 

(104) 1 

*sl8<<4 li ( 11 
g«q giSgat dare* qg: n i ii 

hdwwSE wif*®*: tiiit u x u( ) 
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It says : 3TT^ TO fito fttot %Wfto II 

to 1# tofto toto^ I 
forem Junto g^nto ^ ft% n 
<rtotoi$toito% =^to i 
fto eito <ro 1# ito ftftofto n 
torcwto i# to to pto i 
airato msto to it II 

(tomto arawjt ^i3>nto I 

arwto w ^nt 5rtofl^ m^ito u 
gitor ^to to f^toitoq nra^ i 
u^ftortotoar jwiwcmiiRmh, ii 

A picture (pata.) should be painted on a new white cloth, 

having fringes. It should be two hands long and one h^n 4 

broad. It may be on (1) cloth (2) atasya and (3) bark of 

the tree, which must be pure and devoid of any string. It 

should be painted on a cloth which is not silken and on other 

things which has been we 11- described. 

It has been asserted by many European scholars that there 

is no Bilpabastra existing in India. We have shown how 

such a statement is far from the truth. A vast literature 
* 

regarding $%lpa has already been unearthed by scholars like 
M.M.T. Ganapati Sastri and others. Many other works are 
still existing in manuscripts and remain only to 1# fought 
to light by enthusiast scholars. Many others have fallen 
victim to white ants and hre. 



CHAPTER IX. 

Contribution of Indian Art. 

We have spoken here of the main principles of Indian 
Y8sttr>idyd (the science of architecture), fratimalaksanam 
(the theory of sculpture) and citravidya (the science of paint- 
iug). It is fortunate that these principles have been put into 
execution by the Indian artists in various examples of Indian 

monuments which are "found scattered all eDver India. It is a 

significant fact that these principles found their way also in 
the Greater India. The vast pyramidal temple of Borobudor, 
the magnificient remains of Angkor Vat, the rich monasteries 
of Burma and Siam — all point to the spread of Indian Art 
abroad. The Buddhist images of Java, China, Siam and 
Burma, the statues of Hindu gods, specially of Ganesa, Siva 
and others— -all are the examples of Indian art abroad. 

The extant monuments of Indian architecture and 
sculpture donot go beyond the age of Asoka, the Maurya 
Emperor. It is surprising how Indian sculpture and architec- 
ture flourished all on a sudden in the third century before 
Christ. The excellence of execution of the monuments of the 
Maurya period betrays the existence of a pre-Asokan school 
of Art, or else it would not have been possible for Indian Art 
to make such notable progress in the very period of its birth. 

There are very few monuments anterior to the Maurya 
period. The only exception which can be traced back to the 
Vedic Age is the well-known mounds at Lauriya Nandangarh 
in Bihar. These mounds were opened by Dr. Bloch, who iden- 
tified them with the 8ma&na or the burial mounds of the 
Vedic period. Dr. Bloch placed them in the seventh or 
eighth century B. C.H* 


(10»> Ctubridc* History of India p. ei«. 



Of the Asokan period we have— the remains of a pillared 
hall at Patna, a group of rock-cut shrines in the Bar&bar 
hills in Bihar, a small monolithic rail at Sarnath, stupas 
of Sanchi and Sarnath, various pillars and three statues, 
two of which are in the Calcutta Museum and the Parkham 
statue at Mathura. 

The Sarnath Capital has been described as the product 
of the most developed art of which the world was cognisant 
in the third century B. C.— the handiwork of one: who had 
generations of artistic effort and experience behind him.’ 

Daring the second century B. C., when the 6ungas were 
supreme in Northern India, we have the notable Buddhist 
stupa, at BhArhut in Centra! India. It was discovered by Sir 
Alexandar Cunningham in 1873 and the remains have since 
then been deDosited in the Calcutta Maseum . The gate ( torana y 
and the railing all round are richly sculptured with the Jataka 
scenes or the story of the dream of MavA, or of Jetavana. 

Along with this we must take into consideration the 
well-known railing at Buddha Gaya and the famous gateways 
of Sanchi. The main interest of Sanchi centres round the 
Great Stupa with its four gateways, which are also richly 
sculptured with J&taka scenes. In the execution of these 
sculptural works, many hands had to be employed, so the style 
could not be uniform, * yet there is none of the clumsy, im- 
mature workmanship here which we noticed in the inferior 
carvings of the balustrade round the smaller stUpa and at 
Buddha Gaya.* 

In Western India, we have many examples of chaiiya 
halls, namely, those at BhAjA, KondAne, Pitalkhorft, Ajanta, 
BedsA, Nftsik and KArli. The chaitya hall of K&rli is the best 
and finest of all. 



90 

The Gupta Age is the glorious period in the history of 
Indian Art. It saw the rise of the Sarnath School, which 
produced many beautiful images of Buddha. 

The history of Indian Architecture can also be read in 
magnificient temples of Bhuvanesvara, Puri, and also of 
Southern India with Gofuras and of Bengal. 

The science of Painting also saw its development in the 
beautiful paintings of Ajanta, and Bagh caves. These are the 
contributions which Indian Art has made to the development 
of Indian culture and civilisation. 
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MAYASASTRAM 
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i 

stfem firei^K grgnr i 

sftopt tItwt <ror ^ fi wpwn li l it 
cneff ms ns rag^ i 

^ t tt^ : cfjtw # 

f ftrow JTT^ ^ c TT^T 4lrW^ II R II 
^rw *mzm 3 ^rg^gerat I 
5% srorin^r ft ^ II 

greferecFnrar % 5TOfg5WPrere( l 
3crarenuft F gfr^rg^ I 

•tf^ sr a refema si^h v ft 
^mangfpsn^sfr qgj^pR r uw^ i 

g f cfm%^rer gforogaiga^ it * n 
^ipi 1 


£»g g ftg Hjpror ^rg^pmrqcn 11 ^ n 

gr ^cfi^ § snsTff g i ro jffiq . I 


^r^q- <rsr I 

«rrferf*r <rr^fr %*rc <Kttf$gs£ <nrt n \» n 
^ ggrggrrt^c^ t 

q^f? =3~ cr re^ra rg * « « 9 


<wjNte» a fr g% fe wyiggflfoyU 

♦h^H? 4 i^diyi^ 44 #s*r$refa3<r i 
vfwi^ttf gftr fe^arer ^4ue?HBfire ygf H £ » 

• From Mayavctsiw with Tdugu notes, Published by V. 
iSwamy Sastrulu & Sons, Madras (1916) 
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STFTcTt I 


II l® II 


II *1 It 


&s t ra T feqqrfc r ^cn^cf^ it tR it 

f^TT^c ^n^ ^g^jro rsfgrt n n 


r: l) l* II 


<j (%^nt i 

T Tf^F^gT^T % 3 <r^ i 

fgra s afgfo f^nsart il ** H 

^fT%iTf 5 TRTm^ I 

^jt^tf^ ^tctft sci^rsn^ren^i 

sfNrr f^nrnrsBnr ^nr^c *trfa*sm$t: i 
^ %w ^nrT^Tcnrr^^ scr^rf^n^ i 


44 * 31 4 »<|'rC| ¥ 414 1 ^Tc£ FSTHTS - Q^TvlTPr^r * 

^ N TSm i ^ s fa^ 4r- J -Ud PnV¥4d T f^sreHTgrr II II 
* s re<t r^^¥j i 4 ^ent^^-qwii i i f^rerT Tl%«^l 
44Mt^»ife^<rM¥44'*i ^nsrn¥r*j?T^n: 1 

^ cr ? r ^d T ^a< ?r«rr I 

«l%i~ 3 f^TOT*T ^l T ^ > ¥ T Kft »rat Tiers I 
Tfflr fs T gia T yl^ldl^^i^ i 

*£rer ^i%m> : it *vs u 


% 5 R 3 ET 



ti 11 

^^f^WPU^r: 4 rMTrV 
ci^ i%{r€n3r?^5rff^T , rtef^ I 


« *5. II 


% 3 R=*r ^ut? 


^fs ^rcn r T i ^^aq r 
g r r^rR^ grt CTc rr TT^r^rT i 


sgrcgreenrra 3 H ^*> H 

*TFT% ^fH 44 K!ta 4 <f 3 ta 4 *. 1 
^ I re T re-g r c g -gul =srr*: *nm hpto: h ^ H 

a^fv* l^xjj m *4 l«y *11 ££«4 ^nfRTSTJ^ I 
*K^T55T ’ a ' *WWI>&*fr«K»3r II ^ II 

ac% ^d rg ^ r g ^ n ^ h 

^^I T l%^cr<T : M« 4 I>*ijg^ i' <. li H 

f^^ r g ; q s ^ s r rfr g srreri^fi p pfr cnn 1 
^parfaft ^^mJTvq-t uRuft^qr* 11 H 

*rarec < rasrfo g f^cvrnr Hd^RTiPt^p^ 1 
Tg renr >r^m «rg ^ ^rwra^t 
grsra^ ^nrpssrrc* ^t^rgri^ 11 ^ W 

^TRTlr^t^nr €1% mki^ 3 
;crrir^cr«r^^rJT: srh$t ^cnmrr^T^r n 

i fr c^m nr 

«Tilf 3 r¥rr*T <rtf*T/%OT=n^ i 


11 ^*5 H 
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^mrsncmr w^^wfrf 

f^nFg q r ^qr su^n^^n gr q ^ u ^s. u 
^l-MT^^li q^t^IPT f^sfN& ! 

«n*mnt sr^f^rRi srNt *nrr ^R#gra>r i 
grs s psfr «flfe*cHW T *xm^ a.i’UT^ feqse ra si^ I 
^^i<Q^HftaE^ ET ^i^J r rsf ^nafte r ^ r I 

i^^r^ftc*|^<!i^i^<iidL«i^»CT ^wipiH 

^4^4rc|^ WZF*% ik±£ ^ 1 

3RgOTl* fw^t ^TsT^r I 

srt sr^^^Hu^c-HL * 

^v^xt qR^fl&are e . it \<* n 
^cTwrt^sr 3 sr^rgg^ i r^fgn^ gcre ^ r: i 
?i^crorw 3 ii it 

5to ^r ^Hr^gr^s II it 

, 7 ^rrct%rv 5 r *Tsr% <nsrr It tl 

«rs *t®t * s faw sF 5 r igrmM«iH. # V* II 

fjafrtl-setnqi 

spernrm t 

^nsrfworgstT g?s£ t 

^rf^«f»r«i#i srf<TiTT^r: u ^ u 

*fr%*i<<a*w*iTt4i. gcrgpgrpa^^^TTr^ i 

tin W 53ft% Gt^dTH . H ^ II 

^wmf^ngTf g ii ^ it 

■**s. *«s. * * _ ♦ . ’*< ♦ ^ 


qpg *^g 1 



( « ) 








f**Z n « n 
rf ^ r g r ^ i 
*i^rgH it n 
frNrenr n ^ it 


^remgg gatrfjute Jrszm u vs n 

^fWN*rer^?g ^ r g *r r ^nOM^^q t i 
iwm ^fs f! *a snffcrcSVTO*^ I 

$rs *r^ *u%s =ar ^a- mztei tt «; n 
%sg^wrpg *=rlr*rr g 11 £ u 

* 4 t*u 4 i^g g fiwrac . n t* m 

q^^? r f gf%^i% n tt n 

w* n tR 11 

* fc ?3*nft <raMWga^rfeyofa ^R3C. il t« H 
flMWI^^r wrfr WITO^g *rg: q^-i^ 1 
vra^fo ^ ?rg it tit n 

^»"5¥t TOgnr ^c ^rafo <rm i 
Ptltt4*W4ll^^l< g g*T «t&g 11 t% n 

Ws ri fr firc^nggg $r* 3 1 

’W3i*m j 35 snron ^tt g*irt n ^« 


^N r fo f 


^mT^rgprro g *r^rw ag.*g£fe 1 
^ g grf ^fi r « t«* » 

^ gTCTfi^atn 1 

gsrflprsr ^fo g ^ r ^ i gfli r ?ror n tt n 

s r%^ g y grereani ^1l%m g ^T t rragrr^ 1 
£rsi M^tatu tifiw «w‘ o*T^rg it r«* « 



( > 

^ m n^FTf ^ ti it 

gu*nRi*te g i 

^m^aifaraf^r suraife ^n*r^s *r^. H ^ # 
«h£.<ll<UW9T*V'E13^ I 

*F 3 rfirc^r ^£§lr fifcre &<hQ^NM£ I 
grerer ftp^ r sirs* ^s^reren il ^ « 

»wt ^c. Tm& £ c ^£r i 


i^fcfcra n?; 

i 

§(3rt%3wCT * 
ftrs fk *rtf% i 

wwtwwa«mj&4 t ft<wmwq[^4> * 

«n^^*g r u^fi r fe r strait *renf^ffer u ^ H 

«T&m *rf^[ Pfr<*ft fifrnwfa i 

f^ri: 5r «|n>^^ f^r^r gr^rf^ Sjrac ll ^ II 

^ qR ^4d 1 

gfrafts i fe ct sw sf foreftfi r f^rfererq: « « il 
grTOT^ra^n^gnr ^g g r ^qraNcq i 
Otf^krii ^^^nrffenKT f% f^mt ^pr^rt^ B vm 
sn^ntr^r tf^nr *Psr %r^ ^KtrferaT ; i 
srf^mi ^tir PigPi^G* *iw^< i 
S'rofo 3*5^* 3at^ ^pari^fe ?mr i 

spstt: qvHafaq*^ if % h 
gyg^Uia *ti| f ^ ^r O* i 

9i$«ei& » 3ra£t ^r i 



( «. ) 

q?^ T^r^qrqrEq f%q^qr^r t 

«*■ iv ^ 


*=rsrefe ^ sjTFcrt =q ^g hTra^sH *rq<^ li s? u 


srreri 


•s C\ ^ 

qrqr^r ^r 


^nsiT m fim x u <s it 

5c5^reft q r q !^ ^rer q>feq#i i 
r ^tft ^ri^Hr^qr » s. a 

T^fcT*^ RTf^HTr l^rT I 


qr^qRjq q re r giPf : w^srNq-sfqr r ^rfgqgr » l® H 
qr^qraq^tsrr « 

ht^t it it 

srssr ^e*§ 1 

^ r lre n q^ qr * : srigi Pt i vgqyw^ft<iiw^w » it IR H 
i ^ qr ggq * ^rr qrsra ^ 1 ^rr qf^r t 
* 35 rr q qr^qq. f%*q a g qqfw 3 *»i& g 1 
^qiTTWsq qq; g gql^ srflrar feifeq-^^*r» * » 

^ T f f g % & greq Prc req 1 

fi^q q£r<r qpq *£sq^ qigq^rcis*. « l« H 

g q i ^ret *q fere s r rq fa&s*ff ^ffer ^hr i 
i ®Fq«ir qf^E f^far «^S srqft (^t*t^qJ«p ti •*• 
’gr^rqq-q t ’ gqgl r qK ^ Mia«^ qr sreqqlNr 1 
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► ) 


gfggrsnrqr sr 

vfmsni&t ^g^aWKK*h t I 
q<4iPdsfe f %j FT fim^rfcr it ^ n 

fereft *t »a^j qr^c ff • 
Org r y^ r re^di^N ’TPrsfr ^q r idMiri; \ 
a f^g r rg^t i 

PUfe*refr srut ^g^E&ggj! ^ =sr^r l 
g^di ^fc^-cr %^r ^r ^ rn- ^rlr^Rn i 
7Tf%gr-yrs;^ ^Nr arr^n^^^mr t 
^F^rt ^Td’dr^rrf^- Tt* T ragsfHd<^ cO it *«. » 

=sr snw^re«m^r3i% ^ » 
sR^w^rrarsnsrrarssT : ^t <£i f^f^qqTmf i : i 

^ji%^i^v4iM4 lr»graK&a?r: i 

=srsnrpft f§r»sr^ir> *=r : il R» u 

^ %^fr srf?rsr=T fefnqr st^i% ^err I 

5Fmr ^TT^TcT cT ^ < T l%5$fgrfr feffe. II R* ti 


3l«Mt«-lH^4«U'W =3T f%l«gqRuffu| *hK^?U 
^Fsrsn&n *r mh^zr qrru *Tt»t ii rr h 

fRre*fr wranr f^rerr 5^r ^ra«% i 

il R^. II 

Wrn«4 T^cnw^fi ^sifsr i 

^sjf c^i^iarf =TNrnrNr^cf a^s u rh ii 

HWWflryMq^ ^ i 

vTT5=qr =sr ^rgpsr n r* ti 

%^rrj3TT <g:f^Rrr i 

f^RT ^TT^qd' 5HT5C . II ^ II 

aj3l^ cTW 1 

'£3&a&jUiHa R^RpFqf ?r«rr i 


( « ) 

*^rr i 

OUT^re r mar>a gk t^reng^ * 
^r^nrH%%rj^ ^rareij* m ^i<r u h 

f^f^PTT fitremfe sf yr%^ i 

^nr^rnff *r g r ^rer tt Rx 1 

M-feKl^ 3 trasf^HTTTO^ I 
^ 35 rt^u f^ir ^rr^tr% %^ ri ^syg^ i 
»rTOr f^jrcf^r ^rgq»%: fk^t-H msjj r g^a. * 
f^ r mi-f %*r <Ef ^ T ^rgyrt^i gre n f S r =5r i 
^wri*t ^r^RT^nr ^rxtt^ 
srwfsik^rerepwTO ak ^tafe^a.nij 
^raFw^#r srp^r sr^mP* prefer $uTrrg n ^s. a 
^r*r$r f^rf^qgyf *335^: g* 4 tefe*iSi iKwrg i 
£rg ^r ^«Tnasr ^rotaFRtpfftCTr: i 
«tt^t dOira: fksngra% saggar ti g 
Rig ^r *w<%»iw t ^ ^rt: i 

<T3gRC sngr# ^TsTRTt %^T J&sfT *f?T HiHI^ tt ^ # 


^qf-s^nq - : I 

*Ttgt ^wrir ^ptct: sfjsrrg n * n 
^Migg3fc<wre* qr fka^rfean^Rng i 
fiteai* (kty$ r gj E ra *Ttg*Tqr » r h 

H<w^aa»i4^ ^ r nw^ttr av^ik tt ^ a 
gprhpqf jufowi*: ikwr ^gf^re re sc . » 
4 a aw g agrreirar tt « tt 

g foment ^aaw fcfegtek t 







APPENDIX II 


DESCRIPTION OF 


(I) Pratima-Laksana-VIdhanam 

(ii) Pratima-mana — Iaksanam 

( iii ) Samyak-Sambuddha-bhasita- 

Pratima-Iaksanam 



( t* ) 


I. Pratima-Laksana-Vidhanam. 

This Ms. belongs to the Visrabharati Library 

(No. 1086). It is written on palm-leaves in Malayalam 

character. There are 94 folios containing the text 

and in each page there are seven to eight lines. The 
• • \\ \\ 
size is 15 x 1*5. 

The text contains Silpa£astra as is clear from the 
contents given in the colophone. At the end of every 
chapter, there is written except in 

the last. Neither the name of the copyist, nor any 
date is given. 

The colophon of contents is this : — 


R (Page is referred to) 

\ 

ficcrsr v» 



^ 

t rerqfi r tv* 





t* 

tA 

a© 

a® 



snqrrt 

JFTSgi * ** 

as. 

qftqwftfa Vi. 



(IV) 


MfiWK<!Pn g W 

Here the colophon suddenly stops. Next comes 
a blank leaf, after which begins the text with sft in the 
left margin : — 

It ends thus: — 

ifafNrrarew^r 5gHswsre r gH > rf*r^ I 

After this text is a blank leaf. Then follow four 
other written folios which begin thus: — 
m * & ${ ■& i 

Some leaves of this text are certainly missing as 
the first line begins with the middle of a letter in the 
middle of a sentence, thus : — 

44^ Wtn : etc. 

This part of the Ms; seems to deal ‘with the rules 
about temples, because at the end of the chapter we 
have: 

tfir 8frfc&*wi& q r f^par^r i 

After this begins the chapter on PratirnU- lakqa- 
9am from which we quote a few lines :— 




af fimwrwwiwrH r 



H 



* S 


Terms' i 

^n^grera ni^-t i< gr^t^rgrr--- vt TaT3g? n] 
«w£ ra fe*rwT ^TTr^fs^crnT srx^rm^rk i 
^^Tj^rarr g;rc^r yf ^re i *< u 

«iisi<^ 5rf^nTm^r v^tp^ ^nzrerarf^r ^rrar^: i 
^T%5TC%^Trfr VT*-5T f%-^J,% STpfjTST =^T U 
turret <rrer Tra pp4t t^t i 
scr^afa^r ?tt%3 vgmmn Pr4pr?r u 
s ^f%5fRRTf^T: PTSFPnsr 2g^T3j^iq^ i 
^rst^FT ^pt *rr% 

^r^rn^miT®qprr 

%% wf«5^rPT4JT ^ qfr vucffgr gpuq; M 
qrsrrg^fP? vs? ^-jrn^ *s£^g*a a«rj 1 
srrfTT^ffTTPcT sj^srara f^frsra- 11 









aT5^uri%^?snPE% if 

qfcrfcK(<{|£ «£!I^ reran. I 

rj ^crrn 3pm 11 

^r«r «rr%an ferer »rern « 

g q^gqrtrc^ra^rar wr^n 1 
* 4 <am t «d%jTa: z q ^ f^crfire r <%^: 11 
3 Rn*Rr§^w i? r*a ^aiawiarf^ft^ra' 1 
TTs^rgr^an T T^ ^*rret racrs'ar ^ara^jf^n^ « 

=^CPT 5 Tt^rr -dKoH-MIgl T H 

— C • V <-N 

snai®norr a ^nrararn 1 
j^rreaar t&s&t sfirzii %T^rfr^jw^i 11 

^f^r fa^TCT^gr 
^rpc^f^s*r?r a 

TOTTtS^TP Tt 11 




( l« ) 


1!. Ms. of Pratima-mana-Iaksanam. 

A copy of this Ms. has been presented to the 
Visvabharati Library by the Nepal Durbar. Its 
Tibetan translation also exists. It begins thus: — 
sr&fsmi 

It ends thus: — 

Wcrai' efafec: wmu\ 

III. Ms. of Samyak-Sambuddha-bhasita- 
Pratima laksanam. 

This Ms. is also from Nepal. Its Tibetan trans- 
lation also exists. It begins thus : — 

pfr t 

Its ends thus : — 

sr^n^ pnpmr^fN^ i 

11 

s^nro^rt 


SASTRA, 


INDEX 

TO 

PRINCIPLES OF INDIAN SILPA 


A 


Bhujangini 

59 

Abhaya 

59 

Bahubandha 

61 

Agni 

SB 

Bharata 

62, 63 

A gnipuranam 

10 

Bhrgu 

65 

Ajanta 

32, 54 

Brhaspaii 

65 

Amaravati 

35 

Brahmins 

67, 68 

Anemia 

54 

Brahma 

65, 68 

Angula 

41 

Buddhist literature 

64 

Arikor Vat 

55 

C 


Anatha pindada 

4 

Cambridge History of India 

Art 

1, 2, 3, 18 


64 

Artist , Indian 

21 

Champa 

52 

Asok a 

3, 4, 35, 59 

China 

18 

Aavini 

59 

Citra 

18 

Aniruddha 

65 

Citrasutra 

8 

Atri 

65 

Chandrasekhara 

78 

Asanas 

57 

Chaitanya 

83, 37 

Acaryas 

61 

Chandra Gupta II 

33 

Amsuka 

62 

D 


Antarala 

70 

Decoration of images 

60 

B 


Dhamma 

17 

Bagh 

32 

Dhanur 

57 

Bengal 

48 

Dravidian type 

id 

Bengali type 

73 

Dyumani 

73 

Bharhut 

3, 31, 64 

K 


Bodh Gaya 

17, 59 

Egyptian 

18, 31 

Brhat Samhita 

10, 71 

G 


British Museum 

35 

Gajalaksmi 

51 

Buddha 

0 } So ? SS 

Ganapati Hastri 

8, 9, 11 

Bhujangam 

o7 

Gandhara 

30 
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Oandhara School 

20, 8, 5 

Ganesa 

55 

Greek artist 

SO 

Greek School 

5 

Gupta School 

S 

Gheranda Samhita 

56,57, 59 

Gomukha 

56 

Guptam 

57 

Garaksa 

57 

Gcvruda 

67,71 

Garga 

65 

Garbhagrha 

70 

Guharaja 

71 

Ghata 

71 

Gujrati type 

78 

H 


Marsha 

87 

Mindu images 

19, 50 

>, gods 

51 

» sculptors 

55 

,, art 

65 

Mema 

61 

Manga 

71, 7 % 

I 


Image 

si 

India 

W *T 

8 

Indian Art 

8, 1 

J 


Java 

55 

Jataka 

j. 

Jalandhara 

69 

K 


Kadphises II 

50 


KamAshka 

50 

Kartikeya 

58 

Kuvera 

52 

Kushan 

50 

Kasyapa Samhita 

11 

Maki 

59 

Kukkutam 

67 

Khechari 

69 

Kumara 

65 

Kailasa 

71 

Kunjara 

71 

Kurma 

67 

L 

Laksmi 

61 

Laufer 

11 

M 

Maya 

15, 9, 65 

MayasasLra 

22, 27, 88 

Mayurbhanja 

38 

Mathura 

35, 58 

Mahabharata 

87 

Maya Vastu 

U 

Markandeya 

18 

Mahayogl 

61 

Macdonell 

19 

Mitra dynasty 

58 

Matsyam 

57 

Matey apuranam 

10, 16, 11 

Mayamatam 

9 

Manushyalayachandrika 9 

Mandapa 

9 

Matsendra 

57 

Mayuram 

67 
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Manduka 

57 

Pancha-dharana 

69 

Mafcara 

57 

Purandara 

66 

Mudra, 

59 

Parijatra 

73 

Maha mudra, 

59 

Pacini 

59 

Mulabandha 

59 

Percy Brown 

1 

Media bandha 

59 

Panini 

45 

„ vedha 

59 

Patanjali 

49 

Mandavi 

59 

R 


Matangi 

59 

Rabindra Nath 

2 

Manasura 

69 

Patna S%rsa 

73 

Meru 

71, 73 

Rlesalv 

73 

Mandara 

71, 73 

S 


Malyavan 

73 

Sarnath 

S, 5, 52 

N 


„ school 

6 

Ndbho-mudru 

59 

Sanchi 

3, 17, 32 

Nalaraja 

36 

Samudra Gupta 

54 

Nandana 

71 

Silpa 

3,28 

Nandin 

71 

„ 8astra 

6, 8, 28, 29 

Nandisa 

65 

Siam, 

55 

Nag via jit 

65 

Siri 

51, 52 

Narada 

65 

Sirimddevata 

51 

Natyasastrd 

63 

Siva 

60, 53, 55 

0 


Surya 

36 

Orissa 

46 

Sukra 

65 

Origin of Silpa 

4 

Sukra-charya 

84 

P 


Svdmi Brahmanya 


Padma 

71 

Yandheya 

BS 

Padmdsana 

57 

Siddham 

56 

Pallava kings 

55 

Swastika 

56 

Parvati 

55 

Sinham 

56 

Praiima-laksana 

11,45 

Sanhatam, 

57 

Pratimd-mdna-laksana 

Salctichalani 

59 


24 , 88 , 21 , 60 

Sambhavt 

59 

Pasehimottana 

57 

Saunaka 

65 
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Samudga 

71 

Visalaksa 

65 

Sinha 

71 

Vasudeva 

65 

Silpin 

66 

Visvakarman 

65, 8 

Samku 

66 

Visvdkarmprakasa 

67, 10 

T 


Vdstu Sastra 

65, 8 

Tagore 

1 

„ Vidya 

67, 8 

U 


„ prakarnam, 

67 

Ut katam 

67 

Vimnna 

71 

Uttana MandvJca 

67 

Vardhana 

71 

„ Kurmukam 

67 

Varahamihira 

34 

V 


Visnudkarmottara 

39 

Vajram 

66 

Vedas 

49 

Vira 

57 

Y 


Vrksa 

57 

Yoni 

59 

Vrsam 

67, 71 

Yoga 

66, 57 

V iparitakari 

59 

„ Sastra 

56 

VafroTvi 

59 

Yukti kalpatarv 

9 

Vaaistha 

65 

Yaudheya tribe 

53 



THE PUNJAB ORIENTAL SERIES. 

Edited by various eminent scholars 
of India, Europe & America. 

READY FOR SALE 


1. Barhaspatya Artha Sastram or the Science 
of Politics according to the School of Rrihaspati. Original 
text edited with an intro., notes and English translation by 
Dr., F. W. Thomas. M. A. Liabrarian, Tndia office together 
with an Historical Introductory Remarks and Indexes by 
Pt. Bhagavad Datta, B. A., Snpdt. Reseaeh Depty. D- A. 
V. College Lahore. Price Rs. ,2-P-o. 

2. Jaiminiya Grhya Sutra or the domestic cere- 
monies according to the b'ehool of Jaimini. Original text in 
Dcvanagari Character edited with extracts from the original 
eomm. Subodhini, list of Mantras, Notes Introduction and for 
first time translated into English by Dr. W. Caland, M. A.. 
Prof, of Sanskrit in the University of Utrecht, printed 
on best ivory paper, cloth bound wit gold letters. Rs. 6-0-0- 
3. Aryavidya Sudhakara. Ora history of Sans- 
krit Literature, Composed by Yajneshwar Cbimaua Bhatta 
the same edited with various new notes by Mahamabopadh- 
yaya Pt. Sivadatta Kudaln, Hd. Pandit, Oriental College, 
Lahore. Printed on best Antique Paper, Cloth Bound with 
gold letters. Priee Rs. 8-. 

4 Kautalya Arthasastra. The Oid-lndian book of 
secularlife and political science. Original text prepared with 
the help of munich ('German mss:) & all other sources 
available, edited with an extensive historical introduction of 
47 pages & notes in English by Dr. J. Jolly Ph. D. prof., 
WnrzbergUniv- and Dr. R. Sehmidt, together, with the ancie- 
nt original Sans- Comm, of Madhva Yajva complete in 2 Pols. 
Best paper. Price 10-0-0 Ordinary paper RsS 0-'. 1 (for both Vjlsj 
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5. Nllamatapuranam. Original text edited with 
an English Preface, an index to the verses and 9 Englis h 
appendices by Prof. R* L. Kanjilal M. A. Vedanttirath and 
vidyaratana and Prof. J. D. Zadu, Shastri. M. A., M O. L. 
Cloth bonnd with gold letters. Price Rs. 5 0-0. 

6 . Atharvana Jyotisam or the Vadanga Jyotiea 
of the Atharva Feda, Original text edited for the first 
time by Pt. Bhagavad Datta B. A. Prof, of Sanskrit and 
Supt., Research Deptfc., D. A. V. College Lahore. Ans-S-. 

7. The Dathawamsa or a history of the Tooth- 
relic of the .Buddha. Original Pali text in Devanagri eh. edited 
and translated into English with notes intro. ete , by 1'r. 
BimalacharanLaw, Ph. P. M. A., B. L., together with a fore- 
word by Dr. William Stede. Ph. £>., Joint-Editor, P. T. S. 
Dictionary. Printed on best ivory paper, cloth bonnd with 
gold letters. 1924, Price i2s. f>/- 

8. Jaina Jatakas. or Lord Risbabba’s Purvabhavas 
Being an English translation of Book I Canto I of Hemacha- 
ndra's Trishashtisalakapurnshaearitra and narrating the 
twelve previous lives of the first Tirthankara Rishabha, ori- 
ginally translated by Prof. Amnlyacharan Vidyabhushana, 
revised and edited with notes and introduction by Banarsi 
Pass Jain, M. A. Printed on best antique paper, cloth bonnd 
with gold letters. Price lls. 4/^. 

9. Datnaka Prahasnam. An old play in one act. 
Edited with text and English translation by Mahopadhyaya 
Pandit V. Fenkataram Shastri Vidyabhushaua. Price As. 6. 

10. Satapatlia Brahmana.IntheKanviya Reeen. 
sion. Edited far the first time by Dr. W. Caland M. A. Prof- 
fessor of Sanskrit,, Utrecht University. Pol. I Bound in 
cloth with gold letters, price Rs. 10/-. 

Please aanl v to : — 

rheiunjiib Sanskrit Book Depot 

LAHORE. 




